The Baseless Fabric of This Vision : Mark Twain\u27s  The Mysterious Stranger,  a Nineteenth-Century Lyrical Novel. by Lowrey, Robert Edward
Louisiana State University
LSU Digital Commons
LSU Historical Dissertations and Theses Graduate School
1974
"The Baseless Fabric of This Vision": Mark Twain's
"The Mysterious Stranger," a Nineteenth-Century
Lyrical Novel.
Robert Edward Lowrey
Louisiana State University and Agricultural & Mechanical College
Follow this and additional works at: https://digitalcommons.lsu.edu/gradschool_disstheses
This Dissertation is brought to you for free and open access by the Graduate School at LSU Digital Commons. It has been accepted for inclusion in
LSU Historical Dissertations and Theses by an authorized administrator of LSU Digital Commons. For more information, please contact
gradetd@lsu.edu.
Recommended Citation
Lowrey, Robert Edward, ""The Baseless Fabric of This Vision": Mark Twain's "The Mysterious Stranger," a Nineteenth-Century Lyrical
Novel." (1974). LSU Historical Dissertations and Theses. 2619.
https://digitalcommons.lsu.edu/gradschool_disstheses/2619
INFORMATION TO USERS
This material was produced from a microfilm copy of the original document. While 
the most advanced technological means to photograph and reproduce this document 
have been used, the quality is heavily dependent upon the quality of the original 
submitted.
The following explanation of techniques is provided to help you understand 
markings or patterns which may appear on this reproduction.
1.The sign or "target" for pages apparently lacking from the document 
photographed is "Missing Page(s)". If it was possible to obtain the missing 
page(s) or section, they are spliced into the film along with adjacent pages. 
This may have necessitated cutting thru an image and duplicating adjacent 
pages to insure you complete continuity.
2. When an image on the film is obliterated with a large round black mark, it 
is an indication that the photographer suspected that the copy may have 
moved during exposure and thus cause a blurred image. You will find a 
good image of the page in the adjacent frame.
3. When a map, drawing or chart, etc., was part of the material being 
photographed the photographer followed a definite method in 
"sectioning" the material. It is customary to begin photoing at the upper 
left hand corner of a large sheet and to continue photoing from left to 
right in equal sections with a small overlap. If necessary, sectioning is 
continued again — beginning below the first row and continuing on until 
complete.
4. The majority of users indicate that the textual content is of greatest value, 
however, a somewhat higher quality reproduction could be made from 
"photographs" if essential to the understanding of the dissertation. Silver 
prints of "photographs" may be ordered at additional charge by writing 
the Order Department, giving the catalog number, title, author and 
specific pages you wish reproduced.
5. PLEASE NOTE: Some pages may have indistinct print. Filmed as 
received.
Xerox University Microfilms
300 North Ze«b Road
Ann Arbor, Michigan 48106
"The Baseless Fabric of This V i s i o n " : 
Mark Twain's The M y s t erious S t r a n g e r , 
A N i n e t eenth-century Lyrical Novel
A Dissertation
Submitted to the Graduate Faculty of the 
Louisiana State University and 
Agricultural and Mechanical College 
in partial fulfillment of the 
requirements for the degree of 
Doctor of Philosophy
in
The Department of English
by
Robert Edward Lowrey 
M.A., Texas ASM University, 1964 
May, 1974
ACKNOWLEDGEMENT
I would like to thank Professor Lewis P. Simpson for 
his helpful and humane criticism of all phases of this 
study, and I would like to thank Professor Darwin Shrell 
and Professor Otis Wheeler for suggestions that have helped 
me to glue the pieces together. Finally, I would like to 
thank Professor Harry P. Kroitor of Texas A&M University 
for leading me out of dark places from time to time, over a 
great many years.
CONTENTS
Page
ACKNOWLEDGMENT ...............................................  ii
A B S T R A C T ...........................................................iv
CHA PTER
I. THE CON TEXT OF THE VISION:
THE LY RICAL NOVEL ..................................  1
II. THE MACHINE AND THE IMAGINATION:
PARAMETERS OF MARK TWAIN'S
PHILOSOPHY OF M A N ..................................  14
III. THE BASELESS FABRIC OF THEODOR'S VISION:
THE LYRICAL DESIGN OF THE M Y S T E R IOUS
S T R A N G E R ...................................................47
IV. C O N C L U S I O N ............................................. 7 9
BIBLIOGRAPHY ..................................................  119
APPENDIX I PROBLEMS OF T E X T ...........................  12L
APPENDIX II THE RECURRING DREAM-VISI O N :
THE "NO.44" VERSION OF
THE MY STERIOUS STRANGER ....................  134
ABSTRACT
L o w r e y , Robert Edward, B.A. Texas A&M University, 1962 
M.A., Texas ASM University, 1964 
Doctor of Philosophy, Spring Commencement, 1974 
Major: English Literature Minor: American Literature 
"The Baseless Fabric of This Vis i o n 11 : Mark Twain * s The
Mysterious S t r a n g e r , A Nineteenth-century Lyrical N o v e 1
Diss ertation directed by Professor Lewis P. Simpson 
Pages in Dissertation, 148. Words in Abstract, 565.
This study examines The Mysterious Stranger as an 
expression of Mark Twain's final vision of the nature of 
man, which is based on his beli ef that imagination is the 
source of the individual's self-awareness. To grasp Mark 
Twain's vision, however, we must examine the lyrical design 
of the novel. Its form conveys the vision. The lyrical 
novel uses the narr ative form to approach the function of 
poetry. Its primary purpose is the suspension of time in 
a pattern of images which suggests a portrait of the hero's 
inner being. The "world" of the novel is reduced to a 
lyrical point of view through which the hero renders h i m ­
self and his real or imagined exoeriences as a symbolic 
vision. The lyrical novelist asks how the mind perceives 
reality, whether this reality is external or internal, and 
what the rela tionship is between awareness of these q u e s ­
tions and social involvement. The lyrical novel is a
i v
special instance of the novel of awareness. The Mysterious 
Stranger is an example of this special type of novel, c o n ­
veying its themes through imagery rather than through 
realistic episodes.
Mark Twain's vision of God, man, and society is r e ­
vealed in What Is M a n ? , the N o t e b o o k s , and in some of his 
letters. For Mar k Twain, the originator of all thought, 
form, and color is an indifferent force which can be co m ­
prehended best through the study of "Nature and her h i s ­
tory." Man is a ma chine the operations of which are d e t e r ­
mined by temperament and the influences of habitat and 
associations. Although the man- m a c h i n e  cannot change 
himself, he can be improved through training. The moralist 
should provide positive influences for the man-machine 
which will train his ideals upward to the ultimate benefit 
of the community.
Mark Twain demonstrates this philosophical vision of 
man in The My sterious Stranger through the lyrical design 
of the narrative. In what amounts to a spiritual a u t o ­
biography, Theodor transmutes his world of sensible 
encounters into a pattern of images through which he c o n ­
structs a symbolic self-portrait. There are two distinct 
angles of vision in the narrative. Young Theodor embarks 
on a journey to awareness, but under the narrative control 
of the reflecting, mature Theodor who selects significant 
details. Since the journey to awareness is a mental and 
emotional journey, the recounting of the quest ultimately
becomes the expression of a pat tern of images which d e s ­
cribe the narrator's understanding of his own being. Satan 
is a symbolic figure representing the imaginative ideal, 
and at the end of the novel, Theodor assimilates Satan 
into his expanded consciousness. By establishing a fic­
tional world in which Theodor discovers himself with the 
help of a creature of his own imagination. Mark Twain goes 
beyond the views of What Is M a n ? to suggest that the 
imagination may be more powerful than external reality in 
the individual's quest for self.
By concentrating on the hero's intuitive responses 
rather than on the faithful representation of objective 
reality, and by employing lyrical techniques which lead to 
the hero's uniting of past-present-future in solf-portrai- 
ture, Mark Twain juxtaposes the history of mankind with 
the nineteenth-century assumptions about moral and social 
evolution. The Mysterious stranger points toward modern 
novelists' concerns with machine-age man's preoccu pation 
with things and the "dissociation of sensibility" which 
results. Mark Twain's intuitive understanding of the 
importance of depicting the alien protagonist adrift in 
the chaos of a nominalistic universe seems to have prompted 
his selection of a narrative form which freed him from the 
role of the realistic reporter and allowed him to represent 
his vision of the human condition poetically.
vi
C HAPTER I
THE CO NTEXT OF THE VISION: THE LYRICAL NOVEL
The purpose of this study is to examine The Mysterious  
Stranger as an expression of Mark Twain's final vision of 
the nature of man, society, and the universe, a vision 
which is based on his belief that internal, not external, 
reality is the source of the individual's self-awareness. 
Much can be understood about Mark Twain's vision of man's 
existence during the later years of his life from a study 
of What is M a n ? , the N o t e b o o k s , and some of his letters; 
but it is in The Mysterious Stranger that this vision is 
embodied in a compelling story. In order to understand 
Mark Twain's philos ophical vision, however, we mus t examine 
the nature and design of the novel, since its form d e m o n ­
strates its meaning. This is essentially the form of the 
"lyrical novel." An understanding of the characte ristics 
of the lyrical novel is necessary, therefore, if we are to 
com prehend The Mysterious Stranger as an expression of 
Mark Twain's final vision.
According to Ralph Freedman, the lyrical novel "is a 
hybrid genre that uses the novel to approach the function
 ^ 1
2of a p o e m . T h e  potential for lyrical fiction is present 
in most prose narrative forms, Freedman says; but he 
specifically defines the lyrical novel in terms of the 
works of such authors as Hermann Hesse, Andre Gide, and 
Virginia Woolf. Lyrical novels have as their primary p u r ­
pose the suspension of time in a pattern of images and fig­
ures that suggest a portrait of the h e r o ’s awareness of his 
own total being. The aesthetic intent of the lyrical novel, 
Freedman maintains, is always "portraiture, the halting of
the flow of time within constellations of images or fig- 
2
ures." Instead of asking how a protagonist relates to 
historical and social processes or to other men, the lyrical 
novelist asks how the mind perceives reality, whether this 
reality is external or internal, and what the relationship
is between awareness of these things and social involve-
. 3ment .
Even though the lyrical novel depends upon "Weaving a 
fabric of images," Freedman explains, it has its roots in 
the narrative tradition of the novel. It seeks to estab­
lish a fictional world and to communicate it to the 
audience; but "the locus of that world" is to be found in 
the novelist's vision: the world is reduced to a lyrical
^Ralph Freedman, The Lyrical Novel (Princeton Univ. 
Press, 1963), p. 1.
2
Freedman, p. 273.
^Freedman, p. 272.
3point of v i e w , the equivalent of the poet's *1': the l y r i ­
cal self."
By introducing lyrical elements into a genre 
ba sed on causation and time, writers have 
revealed fresh p ossibilities for the novel.
Their manner has led to a more effective 
rendering of the mind and has opened up 
ranges of me taphoric suggestiveness that 
could not have been achieved by purely na r ­
rative means . ^
The hero renders himself and his real or imagined e x p e r i ­
ences as a symbolic vision or a tapestry of his mind.
These images "cohere as a texture, intermingling past and 
present, occult and real events, mythical and historical 
figures with persons in the hero's life. . . . Images, then
include not only objects and scenes but also characters 
who exist as im age-figures wi t h i n  the protagonist's lyrical
C
point of v i e w . ” '' With the aid of these image-figures , free 
of time and space limitations placed on the ordinary fic­
tional character, the hero experiences "a sequence of
image-scenes that mirror the nature of / h i s /  quest and
£
represent it symbolically."
F reedman's di scussion of Hermann Hesse's Demi an will 
serve as a concrete illustration of the characteristic form 
the lyrical novel assumes and it will also serve to i l l u s ­
trate the dominant techniques of the lyrical novel. Demi an
4
Freedman, p. vii.
5Freedman, p. 9. 
^Freedman, p. 14 .
4(1919), more than other of Hesse's works, succ essfully c o m ­
bines the passive, symbolic hero and his self-portraiture 
with the narr ative structure of the conventional novel.
Both the story and the pattern of imagery are focused on 
Emil Sinclair, the narrator, who tells the story of his 
self-discovery and his "comprehensive vision of a new world 
rising from death and c h a o s . B y  capturing the language 
and the excitement of Sinclair's life from boyhood to early 
manhood, and by connecting these episodes with mysterious 
events and symbolic figures, Hesse achieves a blending of 
the real and the fantastic which enables the reader to 
experience both worlds simultaneously.
Hesse, according to Preedman, uses the German romantic 
tradition, and particularly the B i 1dungs r o m a n , "as a tool 
for the development of a unique approach leading to a 
sharp analysis of the self, the me aning of personal identity 
and the conditions of s e l f - c onsciousness." But instead of 
rendering the hero's struggle in dramatic action, he "ren­
ders his conflicts as symbolic 'self-portraits'" in which 
characters "mirror their d ivided selves in drawings, 
statues, and fictional biographies."® In an attempt to draw
a portrait of a nameless girl he loves from a distance,
F.mil Sinclair struggles through a series of sketches in 
which he tries to capture the essence of his Beatrice, but
7
P r e e d m a n , p . 5 U .
y
Freedman, pp. 44-45.
5all attempts at faithful reproduction are unsuccessful.
"Finally," Emil says,
I gave up the attempt and contented m y ­
self with giving in to my imagination and 
intuition that arose spontaneously from 
the first strokes, as though out of the 
paint and brush themselves. It was a dream 
face that emerged and I was not d i s s a t i s ­
fied with it. . ..it resembled a kind of 
image of God or a holy mask, half male, 
half female, ageless. . ..This face seemed 
to have a message for me, it belonged to 
me, it was asking some thing of me. . . .  I 
suddenly recognized it. . . It was Demian's
face. . . and gradually I began to sense
that this was neither Beatrice nor Demian 
but myself. Not that the picture resembled 
me. . . but it was wha t determined my life,
it was my inner self, my fate or my d a e m o n .^
Emil's eventual recognition of the significance of the 
portrait symbolizes his growing understanding of the im ­
portance of his creative imagination in his quest for self- 
awareness. The episode also represents, in small, the 
lyrical design of Emil Sinclair's spiritual autobiography.
Max Demian is not only Emil Sinclair's friend and 
guide; he is also a visual m a n i f estation of his changing 
condition, and as such "he is also an aspect of the hero's 
s e l f . Even though Demian is realistically described as 
a fellow student and a close friend of Sinclair's, he
9
Hermann Hesse, Demain (New York: Bantam Books, inc., 
1966), pp. 68-70. Freedman, p. 46: "Besides functioning
as a Freudian superego, or more pertinently, as a Jungian 
collective conscious, this higher aspect of the self acts 
as a daemon who guards its activities and comments upon 
them ironically."
^ P r e e d m a n ,  p. 6 2 .
6clearly possesses supernatural characteristics. In school 
Demian exerts a mysterious influence over the pastor so 
that he will not ask Emil embarrassing ques tions during 
catechism. At various times during their relationship,
Emil sees the mysterious Demian as man, animal, and god.
In the final episode of the novel Emil and Demain are cot- 
mates in a World War I German Army field hospital. Before 
mysteriously disappears, Demian tells his friend: "I will
have to go away. Perhaps you'll need me again sometime. . . •
If you call me then I won't come crudely, on horseback or 
by train. You'll have to listen within yourself, then you 
will notice that I am within you." And it was so; from 
that day on, Emil says, "I need only bend over that dark 
mirror to behold my own image, now completely resembling 
him, my brother, my m a s t e r . " ^  By the end of the novel,
Emil not only recognizes the daemon in his painting, he 
also calls upon this mysterious, creative force from within 
his own being. Freedman maintains that through techniques 
of this kind Hesse suggests "a concept of the imagination 
which combines the nineteenth-runfury reconciliation of 
opposites with a twentieth-century meaning of psychological 
conflict. His solution in the novel, based on the passive 
hero of the romantic tradition, is a lyrical solution.
^ H e s s e  , pp. 48 , 140-141.
t i
!■' reediiltin , p . '• / .
7Imagination and dream, "a dissolution of the universe 
into signs akin to the signs of human language," are impor­
tant elements of the lyrical novel. The term "dream, as
it is used in Demain (and in The Mysterious S t r a n g e r ) 
almost always connotes creative imagination or creative 
unconsciousness on one or more levels of the novel. F r e e d ­
man relates this "tremendous overemphasis on imagination 
and dream" to N o v a l i s * theory of "magic idealism" -- the 
imaginative transformation of external reality (the outer 
world) into an ordered poetic w h o l e . 13
During the time that Emil is working on his imaginative
portrait of Beatrice, he is also reading a volume of
Novalis' letters and aphorisms. When he realizes that the
portrait represents Beatrice, Max Demian arid his own d a e m o n ,
he writes the following aphorism from Novalis under the
picture: "Fate and temperament are two words for one and
the same concept." Emil's understanding of the aphorism is
prepared for in an earlier episode in which Demian explains
that he can only achieve something that is desired "strongly
enough so that my whole being ruled by it. Once that
is the case, once you have tried something that you have
been ordered to do from within yourself, then you'll be
able to accomplish it, then you can harness you will to it
14like an obedient nag." Fate, then, is controlled by the
^ F r e e d m a n ,  pp. 20-21.
^ H e s s e ,  pp. 70, 47-4H.
8inner-being of the individual, not by external influences, 
and imagination is the force through which this internal 
reality is achieved. According to Freedman the desire to 
demonstrate this concept leads to the technique of m i r r o r ­
ing :
Since the self is the point at which inner 
and outer worlds are joined, the hero's 
mental picture reflects the universe of 
sensible encounters as an image. The 
"world" is part of the hero's inner world; 
the hero, in turn, mirrors the external 
world and all its multitudinous m a n i f e s t a ­
tions. He distorts the universe or di s ­
solves it into ha llucination or dreams in 
which its "true" (infinite and organic) 
nature is revealed. Thus, the magic of 
spiritual awareness unfolds a picture of 
infinite reality which is hidden to the 
ordinary g l a n c e . ^
Such a process depends upon the hero's ability to 
superimpose internal reality upon the reality of the outer 
world. In Demian such an act allows the hero to approach 
the ideal self through the creative unconscious. Before 
he is aware that Demian is his ideal self, Fmil tries to 
characterize his friend's ominous demeanor; "The real 
Demian, . . looked. . . primeval, animal, marble, beautiful
and cold, dead yet secretly filled with fabulous life. And 
around him this quiet emptiness, this ether, interstellar
1 fispace, this lonely death!" Although bmil does riot 
realize at the time that he is describing his ideal self,
 ^'V re e dm an , p . 1! 1
1(’tlo:;:;e, p . ‘> .
9he moves closer to this u n d e r s t a n d i n g  as he grows more 
sensitive to the several layers of his consciousness and 
to the importance of his inner world. In fact, Emil b e ­
comes the transcendental hero, "the aesthetic abstraction  
of the universal from the 'real' person." But, Freedman 
says, the hero may also be "the creator of his world, a 
passive creator on whom the existence of the world entirely
j j »17d e p e n d s .
The ultimate purpose of the passive hero's t r a n s m u t a ­
tion of sensible encounters into imagery (mirroring) is to 
allow the narrator to detach himself from the scene. 
Freedman says, "one part of h i m s e l f  enacts the moral point 
in symbolic gestures, while the other part of hi mself
functions as an observer who is d e tached at the very time
18that he is drawn into the scene." In this manner, the 
hero is able to dramatize an internal conflict and r e p r e ­
sent it symbolically. Thus Emil's reunion with Max Demian 
after several years separation represents, on the symbolic 
level, the union of the self with its ideal image. E v e n ­
tually, this reunion also includes the figure of the u n i ­
versal mother symbolized by Demian's mother, Frau Eva. And 
at the end of the novel, Emil begins to realize that all of 
these image-figures represent elements of his own total b e ­
ing .
^ F r e e d m a n , p. 27.
1 ^ F r e e d m a n  , p. i2.
10
Because of the differences in motive between realistic 
narration and lyricism, Freedman says the reader of a 
lyrical novel mus t face "the challenge of reconciling the 
'inner' and the 'outer* with each other and with the e x i ­
gencies of art." The principal consideration must, of 
necessity, be the grow th of awareness of the protagonist: 
a solipsistic approach to the myst eries of man and his p a r ­
ticular relationship to modern, empirically oriented
society. "Lyrical fiction, then, is a special instance of
19the novel of awareness." And, Freedman observes, it is 
this awareness that is the central consideration in Hesse's 
Demi a n .
When we examine The Mysterious Stranger in the light 
of F r e e d m a n ’s definition of the lyrical novel, we find that 
it is also a spe cial instance of the novel of awareness.
Through the b l ending of T h e o d o r ’s realistic language 
and action in E seldorf with the mysterious episodes in v o l v ­
ing Satan, Mark Twain, like Hesse, enables the reader to 
experience both real and fantastic worlds simultaneously. 
His protagonist, Theodor, is the passive, symbolic hero of 
The Mysterious Stranger as Emil Sinclair is the hero of 
Hesse's D e m i a n . Mark Twain does not render his p r o t a g o ­
nist's struggle for personal identity through dramatic 
action; instead, his conflict is rendered as a symbolic
19
Freedman, pp. 17, 273.
11
"s elf-portrait" in which Theodor mirrors his divided self 
in his narrative of the exploits of the my sterious stranger. 
When Th e o d o r  recognizes the significance of the image- 
figure, Satan, he begins to understand the importance of 
his own creative imagination in his pursuit of personal 
identity and the conditions of self-consciousness.
Like Max Demain in Hesse's novel, Satan is not only 
T h e o d o r ’s mysterious guide; he, too, is a visual m a n i f e s t a ­
tion of the passive hero's changing condition and a part of 
Theodor's total being. In the final, symbolic episode 
Theodor is told by Satan that everything is a dream and 
that he is the creator of that dream, and with this final 
revelation, Theodor's story of self-analysis is complete.
As a final image-scene in Theodor's spiritual autobiography, 
culminating in a symbolic self-portrait, the engimatic 
conclusion to the novel is clearly a lyrical solution to 
Theodor's struggle for self-identity.
The novel is neither nihilistic nor pessimistic as
2 ()has been suggested by many critics; rather, it is a
2 0
Many critics have interpreted the conclusion of Th a 
Mysterious Stranger as Mark Twain's final, bitter rejection 
of reality and of the American society in general. Kenneth 
Lynn says that Mark Twain, facing the twentieth century, 
saw something "grimmer than Eliot's w a s t e 1a n d --an utter 
blank." Satan speaks "not of temperance and harmony, but 
of universal destruction. . . for the author of The M y s t e r ­
ious S t r a n g e r had nothing to believe in. The past had 
failed him, and so had the present," Mark Twai n and South- 
wes tern H u m o r (Boston: Little, Brown Co.7 fc5f>o7 , p. 284. 
Pascal Covici says "In T he M y s t e r ious St r anger the r e v e l a ­
tion is pushed beyond the individual's consciousness, for
12
special instance of the novel of awareness that conveys its 
theme through the combined effect of the form and the con­
tent of the novel. In effect, Theodor's pro cess of s e l f ­
portraiture is made clear when the reader sees the c o r r e l a ­
tion between the explicit episodes co ncerning Theodor and 
Satan in the external world of the novel and Mark Twain's 
transmu tation of these sensible encounters into images of 
Theodor's expanded awareness of his own inner being which 
is, for him, the ultimate reality. The implications of 
the process, within the context of Theo dor's spiritual 
autobiography, are that through the pro cess of creating 
the story Theodor has established for himself a personal
the world, life itself, is revealed to be a hoax. . . .Evil
in Eseldorf. , . is triumphant, and significantly so, in
that the values which are expected to lead to the good life 
instead direc tly destroy or maim all life," Mark T w a i n 's 
H u m o r : The Image of a World (Dallas: SMU Press, 1962), pp.
212-220. Gladys Bellamy contends that after many i n t e l l e c ­
tual and personal crises , Mark Twain tried to gain p e r s p e c ­
tive and serenity through the dream device but failed 
because of the story's nihilistic conclusion: Mark Twain as 
a Literary Artist (Norman, Okla. : Univ. of Oklahoma Press, 
1950), p. 372. And Henry Nash Smith contends that Mark 
Twain simply lost the creative imagination requisite to 
handle the subject:
Satan's des t r u c t i o n  of the mimic world 
he has created is the symbolic gesture 
of a writer who can no longer find any 
meaning in man or society. Mark Twain's 
only refuge is to identify h imself with 
a sup ernatural spec tator for whom m a n ­
kind is but a race of vermin, hardly 
worth even contempt. And this marks the 
end of his career as a writer, for there 
was nothing more to say.
Mark T w a i n : The Development of a Writer (Cambridge: Harvard 
Univ. Press, 1962), p. 188.
13
order out of the chaos of external reality. And within 
the boundaries of this self-imposed order Theodor is able 
to achieve self-awareness. For Mark Twain, the author, 
the implications are that through art one may restructure 
the chaos of the real world into patterns of imagery that 
unfo ld "a picture of infinite reality which is hidd en to 
the ordinary glance."
In order more fully to understand the significance of 
Theodor's self-analysis in The Mysterious S t r a n g e r , we must 
first examine the relevant aspects of Mark Twain's p h i l o s o ­
phical vision as they are revealed in What Is Mari?, the 
N o t e b o o k s , and some letters. Mark Twain's concept of God 
in these writings is clearly non-Christian. He sees man as 
a machine whose thoughts and actions are det ermined by his 
heredity and his environment. The next chapter will d i s ­
cuss Mark Twain's concepts of God and the universe, and how 
man fits into this scheme. It will deal also with Mark 
Twain's notions of how the individual man can improve within 
such a system, following his belief that with influences 
from outside the individual and, in some cases, through 
i m a g i n a t i o n ,the individual may be able to alter the d e t e r ­
mined pattern of his life. An understanding of Mark Twain's 
views on these subjects is essential to a reading of The 
Mysterious Stranger in Chapters III and IV.
CHAPTER II
THE MACHINE AND THE IMAGINATION:
PARAMETERS OF MARK TWAIN'S PH ILOSOPHY OF MAN
Mark Twain writes a good deal on the complexities of 
the man-machine. Ultimately he divides the individual into 
three distinct parts: the Workaday-Self, the Dream-Self,
and the Immortal-Self. In his view each of the selves 
function on a diff erent level of conscio usness and with 
different capacities for imaginative thought. This co n ­
cept of the multiple selves is critical to the improvement 
of the man-machine in Mark Twain's deterministic universe 
and essential to the understanding of the conclusion of 
The Mysterious S t r a n g e r .
At the end of both "The Chronicle" and "No. 44" v e r ­
sions of the mysterious stranger stories, Mark Twain allows 
the young boys, with the help of their mysterious guides, 
to arrive at a definite (but for most readers, disturbing) 
view of man and the universe. From 44 August learns of 
man's inability to originate thought, Theodor learns the 
same from Satan, and both are shown the capricious nature 
of the God they have been taught by their society to revere. 
Ultimately the boys discover that "nothing e x i s t s" in the
14
15
universe but the individual's perception of himself and his 
environment, a solution which Smith calls "the symbolic 
gesture of a writer who can no longer find any mea n i n g  in 
man or society." However, Howard Baetzhold says that 
"Clemens' 'Bible'" and The Mysterious S t r a n g e r , which was 
the best fictional employment of the principles of What Is 
M a n ? , "offer a possibility for man's improvement beyond 
that afforded by O m a r ’s paean to 'the G r a p e ! ’" in F i t z ­
Gerald's R u b i y a t .1 Mark Twain encourages the individual to 
seek greater self-awareness through the use of the creative 
i m a g i n a t i o n .
In an 1898 Notebook entry, Mark Twain clearly defines
his concept of the functioning of the universe and the
initiatory impulse which sets all things in motion:
The Being who to me is the real God is the 
One who created this majestic universe and 
rules it. He is the only Originator, the 
only originator of thoughts; thoughts su g ­
gested from within not from without.
Not a nihilistic, empty universe, Mark Twain's view p r o ­
vides for a supreme force whom he calls "God." As the 
"Originator," he is the ultimate determiner in a d e t e r ­
ministic system. And as a creator he is perfect:
^■Howard G. Baetzhold, Mark Twain and John Bui 1 : The 
British Connection (Bloomington: Indiana Univ. Press, 1970)
p . 218.
2Mark Twain, M a r k T w a i n 's N o t e b o o k , e d . Albert Bigelow 
Paine (Now York: Harper ti Brothers, pp. 300-363.
16
E verything which he has made is fine, 
ev erything which he has made is b e a u t i ­
ful; . . . The materials of the leaf, the
flower, the fruit; of the insect, the 
elephant, the man; of the earth, the 
crags and the ocean; of the snow, the 
hoarfrost and the ice--may be reduced to 
infinitesimal particles and they are 
still delicate, still faultless.
But the beauty of these phenomena, like the viciousness of
the shark in Stephen Crane's "Open Boat," are judgments
made by the co nsciousness of man. This god of Mark Twain's
does not make such judgments; he "is not jealous, trivial,
ignorant, revengeful--it is impossible."
He cares nothing for men's flatteries, 
compliments, praises, prayers; it is 
impossible that he should value them, 
impossible that he should listem to them, 
these mouthings of microbes. . . • His real
character is written in plain words in 
His real Bible, which is Nature and her 
history .
The vital force of the universe, then, is only dis- 
cernable through nature. Unlike the neoclassical p e r s o n i ­
fication of nature (pantheism in its purest form) Mark 
Twain's god is not a benevolent force of nature: "The
Bible of Nature tells us no word about any future life, but 
only about this present one." There are no revelations in 
nature which would indicate that man has been selected for 
some special role in the continuum. In fact, he says "the 
Book of Nature" tells us di stinctly that God cares not a 
rap for us--nor any living creature." But this does not 
necessarily suggest malevolence either.
Ilis laws inflict pain and suffering and 
sorrow but. it does not s.ay Lhnt this is
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done in order that He may get pleasure 
out of this misery. . . .  It may be mere 
i n d i f f e r e n c e ,
Mark Twain does not say specifically what his god's a t t i ­
tude is b ecause h e - -finite m a n - -cannot know the mot ives of 
a universal, infinite force. Neither good fortune nor 
catastrophe are "intended as a message to us," he says:
any more than the scientist intends a 
message to surviving microbes when he 
boils the life out of a billion of them 
in a thimble. The microbes discover a 
message in it; this is certain--i'f they 
have a pulpit. . . . The scientist has an
object, but it is not the joy of inflict- 
int pain upon the microbe.
Thus for Mark Twain the universe was created and is m a i n ­
tained by an omnipotent force which is the ori ginator of 
all thought, form, and color; but this force has no a p p a r ­
ent preference for any of its creations. And this force 
can be comprehended best through the study of "Nature and 
her history . " ^
Howard Mumford Jones, "The Pess imism of Mark Twain," 
Belief and Disbelief in American Literature {Chicago: Univ. 
Of Chicago Press, 1967), pp. 114, 97-115; Robert Douglas, 
"The Pessimism of Mark Twain," Mark Twain Q u a r t e r l y , 9,
No. 1 (Winter, 1951), 1-4; Louis J. B u d d , "Twain, Howells, 
and the Boston Nihilists," New England Q u a r t e r l y , 32
(September, 1959), 351-371; Chester Davis, "Mark Twain's 
Religious Beliefs as Indicated by the Notations in His 
Books," T w a i n i a n , 14, NO. 1 (1955), 1-4; No. 2 (1955), 1-4;
No. 3 (1955), 1-4; No. 4 (1955), 3-4; Harold Aspiz, " L e c k y ’s
Influences on Mark Twain," Science and S o c i e t y , 16 (Winter,
1962), 15-25; Mark D. Coburn, "'Training is Everything': 
Communal Opinion and the Individual in Puddn 'head W i l s o n ," 
Modern Language Q u a r t e r l y , 31 (1970), 209-219; Sherwood
Cummings, "What Is M a n ? The Scientific Sources," Essays on 
Determinism in American Li terature (Kent, Ohio: Kent State 
Univ. Press, 1964), pp. 108-116; Ken neth Anderson, "Three 
Agnostics in Search of Salvation," Mark Twain J o u r n e l , 15, 
No. 1 (1968) . 13-16 .
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Mark Twain's view of a supreme, universal force is 
very clearly presented in The Mysterious S t r a n g e r . Satan's 
ca pricious creation and destr uction of the miniature 
society is meant to illustrate Mark Twain's concept of his 
god's role in the universe. As a lyrical episode, a r e p r e ­
sentative experience in the narrator's pattern of image- 
scenes leading to awareness, Satan represents Mark Twain's 
image of the o r i g i n a t o r — a view which the young Theodor is 
eventually able to accept as valid. in addition, the boys' 
inept creations demonstrate the differences between the 
efforts of finite man "for, of course, we had not art in 
making such things" and "the perfect artisan" as Mark Twain 
calls his God in the 1898 Notebook entry. Theodor in "The 
Chronicle," August in "No. 44" and the Young Man in What Is 
M a n ? are taught by their mentors, who seem to be spokesmen 
for Mark Twain's views, that no action can be considered 
good or bad. At best, the Old Man suggests, all of the 
actions of men can be reduced to the principle of Self- 
Approval which can be verified by other men. Satan compares 
his disinterest for man to the elephant's lack of interest 
in the tiny red spider. "The elephant has nothing against 
the spider," he tells Theodor, "he cannot get down to that
4
Mark Twain, The M y s t e r ious S t r a n g e r , ed. William M. 
Gibson (Berkeleyi Univ. of California press, 1970), p. 47. 
Subsequent references to the texts of any of the versions 
of The My sterious Stranger written by Mark Twain will be 
from this edition and will appear in the text of this study 
as a page number in parenthesis following the quoted 
material, i.e., (47) for the above reference.
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remote level? I have nothing against man. The elephant is 
indifferent; X am i n d i f f e r e n t "(113). Finally Mark Twain's 
fictional characters and his readers must acknowledge that 
finite man is incapable of determining the ultimate value 
or purpose of the originator or of natural phenomena; all 
things are part of the "Book of Nature."
There are other immortals in the works of Mark Twain 
similar to Satan and 44. The messenger of the Most High 
in "War Prayer" is an immortal, and so are the various 
angels in his "Letters from the Earth," "Letter from the 
Recording Angel," and similar writings. Satan's discussion 
of God and the deterministic universe in "Letters from the 
Earth" is similar to the Old Man's discussion in What Is 
M a n ? In the introductory section of "Letters" the narrator 
explains that Satan visits the newly created earth during 
one of his frequent ce lestial-day banishments from heaven. 
"It was a pun i s h m e n t  he was used to," says the narrator,
"on account of his too flexible tongue." In the same sec­
tion Satan and Michael discuss the LAW OF GOD which is also 
the LAW OF NATURE and through this di scussion Mark Twain 
explains the "Automatic Law. . . supreme and inviolable"
which has bee n imposed upon the universe by God. Later in 
his letters, Satan makes it clear that the earthlings' c o n ­
cept of God is a paltry, confused thing compared to the con* 
cept of the originator who created the automatic universe.^
^Mark Twain, Letters From the E a r t h , ed. Bernard DeVoto 
(New York: Harper & Row, 1962), pp. 12, 14-lb.
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These discussions effectively distinguish between the i m ­
mortal's concept of God and man's concept of God simply by 
altering the point of view of the speaker. Satan's e x p u l ­
sion from heaven is given a different interpretation in 
"Letters" than in Paradise L o s t , for example, because Mark 
Twain's p ersona sees beyond the finite views of man to 
what he images to be a higher race of beings who are c a p ­
able of objective and original thought.
This concept of God and the immortals is uniquely 
Twainian, at least in What Is M a n ? , in some of the Notebook 
entries, in "Letters from the Earth," and in Satan's 
speeches in The Mysterious S t r a n g e r . The term "God" co n ­
sistently refers to a non-Christian originator of an a u t o ­
matic universe controlled by the Laws of Nature. There may 
be immortals in this universe, but as Satan in "Letters" 
and Satan and 44 in The My sterious Stranger say, these im­
mortals have no more interest in man than the originator.
Given such an impersonal, prime mover, man would seem
to be left with complete responsibility for all his actions.
However, in What Is M a n ? Mar k Twain's persona explains, as
do the mysterious strangers in "The Chronicle" and "No. 44,"
that man's "temperament and training will decide what he
shall do, anr1 he will do it; he cannot help himself, he has
6
no authority over the matter." But it would be a mistake
&Mark Twain, What Is M a n ? , The Complete Essays of Mark 
T w a i n , e d . Charles Neider (Garden City, N.Y.: Doubleday & 
Co., 1 9 (-> 3 ) , p. 3 89.
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to assume that man is simply another mechanism in the 
natural universe, wit hout distinctive qualities which e n ­
able him to alter his life and his society.
In What Is M a n ? , which he calls his "Gospel," Mark 
Twain deals explicitly with the character of man. Man is 
a machine, says the Old Man, but the man-machine, like any 
other machine, may be of varying qualities depending on the 
"metal" from wh ich it is made. "Whatsoever a man is, is 
due to his make /temp erament/, and to the influences 
brought to bear upon it by his heredities, his habitat, 
his associations." Thus, a man of golden make or t e m p e r a ­
ment ("the disposition you are born with") would be e x ­
pected to perform more effectively than a man of leaden 
make, if the second variable, "the influences br ought to 
bear upon him," were constant. So basically, the man- 
mac hine is determined by two things: the make or t e m p e r a ­
ment of the machine, and the influences of habitat and 
associations upon the machine. These two conditions 
determine the kind of man-machine, no matter what his 
function is in life.
The man-machine, says the Old Man, "is moved, directed, 
COMMANDED, by exterior i n f l u e n c e s - -so 1e l y . Ife originates 
nothing." The m a n - m a c h i n e  operates solely from "automatic 
opinions" which are "odds and ends of thoughts, impressions, 
feelings, gathered u nconsciously from a thousand books, a
thousand conversations, and from streams of thought and
i
feeling which have flowed down into your heart and brain
22
out of the hearts and brains of centuries of ancestors"^
(the creative u n c o n s c i o u s ? ) . By the same token, the c o n ­
science, "that independent Sovereign, that: insolent absolute
Q
Monarch inside of a man who is the man's M a s t e r , " 0 is a 
product of outside influences of associations over which 
the man-machine has no control. Thus, whatever the man- 
machine does is again dependent upon "his heredities, his
habitat, and his associations." And the only way one of
these automatic opinions or the co nscience can be altered
is by "exterior i n f l u e n c e s "; to wit, training.
Training is the key to improving the man-machine. 
"Training is potent," says the Old Man, "Training toward 
higher and higher, and even higher ideals is worth any 
man's thought and labor and diligence." But all exterior 
influences are not beneficial. They may "train him d o w n ­
ward or they train him u p w a rd--but they train him; they 
are at work upon him all the time." The Old Man says the 
man-machine "has only to change his habitat--his a s s o c i a - 
t i o n s "--to be affected by more b e n eficial influences; but, 
he adds, "the impulse to do it must come from the o u t s i d e -- 
he cannot originate it himself, with that purpose in view. 
Thus, some outside influence must initiate the m a n - m a c h i n e 1s
7What Is M a n ? , p. 3 37.
8What Is Man?, p. 34 7.
^What Is M a n ? , p . 3 5 9.
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desire to "train / h La/ ideals upward and still upward
toward a summit when /he/ will find his chiefest pleasure
in conduct which, while contenting /him/ will be sure to
confer benefits upon /his/ neighbor and the c o m m u n i t y .
The Old Man's recommendation is that certain traps must be
laid for people, "traps baited with Initiatory Impulses
12toward high ideals , " and he suggests that this is the aim
of tract w r i t e r s .
Co ncerning the Old Man's advice about initiatory i m ­
pulses which "has disturbed many critics who have not looked 
closely enough at What Is M a n ? , 11 Howard Baet zhold contends 
that,
the Old Man's advice has to be addressed 
to those individuals (like himself or the 
Young Man; i.e., the world's would-be 
moralist) whose own p a r ticular "make" 
causes them to derive p l easure or "spiri­
tual contentment" from attempting to i m ­
prove mankind. That pleasure, in turn, 
would outweigh any "pain" resu lting from 
the self-sacrifices that mi ght be involved 
in their efforts. These persons, then, 
once the idea came to them from an outside 
source (such as the "Admonition" itself, 
p e r h a p s ) , would be m o t ivated to lay b e ­
fore others the "traps baited with Initia- 
tory Impulses toward high ideals.
Through the Old Man in What Is M a n ? Mark Twain m a i n ­
tains that man is a mec h a n i s m  whose make-up is dependent 
upon his temperament and the influences "brought to bear
1QWhat Is M a n ?, pp. 367, 370.
11What ls_ M a n ? , p. 362.
^ B a e t z h o l d , p. 222 .
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upon /him/ by his heredities, his habitat, and his a s s o c i a ­
tions." Freud's definition of personality (composed of the 
Id, the Ego, and the Superego) is not unlike the Old Man's 
description of the make-up of the man-machine. The Id,
Freud says, "contains everything that is inherited, that 
is present at birth, that is fixed in the c o n s t i t u t io n "-- 
the m a n - m a c h i n e 's temperament or "make" in the termi nology 
of What Is M a n ? "The Ego is principally determined by the 
individual's own experience, that is to say by accidental 
and current events; /it/ pursues pleasure and seeks to 
avoid unpleasure"--the man-machine ' s "habitat." And the 
Superego "is the successor and representative of the 
parents (and educators) who superintended the actions of 
the individual in his first years of life; it perpetuates 
their functions almost without a c h a n g e ^ -- the man- 
machine's "associations."
The Old Man, Satan, and 44 all agree that no man- 
machine has an original thought. "Man's mind clumsily and 
tediously and laboriously patches little trivialities to ­
gether and gets a result--such as it i s " (114), says Satan. 
But the idea that man merely reorganizes already known 
ideas to form a new concept is not revolutionary. Freud, 
for example, main tains that thoughts in themselves are 
unconscious things becoming conscious only whe n the proper
i^Sigmund Freud, F r e u d : A Dictionary of P s y c h o a n a l y s i s , 
e d . Nandor Fodor and Frank Gaynor (New York: Philoso phical 
Library Press, 19 50), pp. 56, 77, 149.
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stimulus and frame of refe rence is present. If the origin
of the thought is in the unconscious, the basic framework
of the thought must have been stored there from another or
14several other sources. In The Act of C r e a t i o n , Arthur
Koestler contends that "original" thoughts are either re­
vealed to one who has been unconsciously preparing himself 
to arrive at a conclusion or they are logically discovered
by one who is in search of the answer to a specific ques- 
1 5tion. In the first case the person has acquired s u b ­
stantial know ledge to u n d erstand the new thought, but for 
some reason he is not emotionally or mentally prepared for
the revelation at a particular time. Suddenly, conditions
are right and the new thought explodes into consciousness, 
in the second instance, the person feels there is an 
answer to his question and he works toward a goal which b e ­
comes the logical conclusion derived from a quantity of 
information considered inductively or deductively. T h e o ­
dor's sudden revelation at the end of the novel and his 
conscious reasoning during his quest demon strate Mark 
Twain's awareness of the synthetic nature of thought p r o ­
cesses .
Mark Twain's view of man is not, then, particularly 
radical. Like modern psychologists and behaviorist, he is
-^^Sigmund Freud, The Standard Edition of The Complete 
Psychological Works of Sigmund Freud (London: Hogarth 
Press, 1966), I, pp. 327-335.
^ A r t h u r  Koestler, The Act of Creation (New York: The 
M a c m i 11 an Co . , 1964) , pp . 154-17 3,
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aware of the importance of heredity, environment and t r a i n ­
ing in the establishment of personality. He realizes that 
early influences can be counteracted through positive 
training toward high er goals which must be calculated to 
benefit the society. Like e arlier phi losophers and m o r a ­
lists, Mark Twain asserts that all human know ledge is a 
result of reorganizing, identifying or recognizing things 
that already exist in the universe. What Mark Twain calls 
the man-machine, we now call the social animal, man.
But Mark Twain's term has inherent advantages for an 
artist whose stated aim is to teach as well as delight his 
a u d i e n c e ^  and whose specific aim in The Mysterious Stranger 
is to educate Theodor. Even though an informed audience is 
aware of the social determinants on all men, " m a n - m a c h i n e ” 
is a tag wh ich most readers interpret as Mark Twain's p e s ­
simistic con demnation of mankind. Smith and others have 
devoted a great deal of s c h o larship to pointing out Mark 
Twain's very conscious sa tiric artistry, but readers con-
1 6 Minnie M. Brashear says, "In its main lines it /Mark 
Twain's p h i l osophy/ seems to follow the doctrines of Hobbes 
(1588-1674), one of the pr ecursors of English deism, and of 
Locke, Hume, and Newton," Mark T w a i n ; Son of Missouri 
(Chapel Hill: Univ. of North Caroline Press, 1934), p._248. 
And Baetzhold says, "Most of the Old Man's arguments /in 
What Is M a n ?/ embody those of the utilitarian philosophers, 
es pecially the theory of ’associations' p r o pounded by David 
Hartley and popularized by Ja mes and John Stuart Mill and 
Adam Bain. When Clemens later denied having read the works 
of such authors, he was probably telling the truth. But 
first hand k n owledge was not necessary, for their arguments 
lay readily available in the long first chapter of The H i s ­
tory of European Morals /which Mark Twain was quite fond of 
according to Paine, B i o g r a p h y , II, p. 1104/," Mark Twain and 
John B u i 1, p. 218.
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tinue to assume that his m a n - machine nomenclature comes
from the heart of a bitter m i s a nthrope rather than from the
17mind of a talented writer of social criticism. They seem 
to m isunderstand or d i s regard the function of the persona.
In any work of fiction, the intention and the tone of 
the work is conveyed through the p e r s o n a--that speaking 
voice that separates the author from the audience. Wayne 
Booth notes that the author "Can never choose to disappear," 
but neither can he be completely disguised.^-® To accuse 
Mark Twain, the artist, of misanthropy based on what the 
Old Man says in What Is M a n ? is inappropriate. Moreover,
such a conclusion fails to take into account the personal 
actions of Samuel Clemens, the man behind the Mark Twain 
mask, who spent a great deal of his own money providing 
the proper outside influence for promising young p e o p l e . ^  
"That Clemens attempted to put his philosophy into practice,
Mark Twain says in The A u t o b i o g r a p h y , p. 298, "I 
have always preached. That is the reason that I have lasted 
thirty years. If the humor came of its own accord and u n i n ­
vited I have allowed it a place in my sermon, but I was not 
writing the sermon for the sake of the humor. I should ha 
written the sermon just the same, whether any humor applie 
for admission or not."
X 8Wayne C. Booth, The Rhetoric of Fiction (Chicago: 
Univ. of Chicago Press, 19611, p. 20.
1 9 Dorthy Quick, Enchantment (Norman: Univ. of Oklahoma 
Press, 1961), pp. 126 , 162 ; Ma r k  T w a i n 1s N o t e b o o k , p. 204 
(girl's voice training); Paine's note: "He had educated
Gerhardt /artist and sculptor/. . .; he had provided money
for the dramatic education of Wil liam Gillette, and there 
were other instances of this sort."
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there is little doubt," says Baetzhold:
Most of his speeches and published w r i t ­
ings of the early 1900's suggest that he 
was consciously adopting the role de fined 
by the Old Man. In listing his o c c u p a ­
tion on a questionaire circulated by one 
of the many reform groups that sought his 
support during these years, he was not 
entirely facetious when he wrote 'Profes­
sional M o r a l i s t . ' 20
In the mysterious stranger stories, Theodor and August
are able to train upward because Mark Twain provides them
with a fantastic guide who is free of time-space limitations 
and who can show the boys things they would otherwise be 
unable to see objectively, given their habitat and a s s o c i a ­
tions. But these same m y s terious strangers turn out to be
part of the boys' imaginations which seems, on the surface,
to make them inside influences. However, if nothing is 
actually created by man in Mark Twain's universe, then the 
function of the m y s terious stra ngers is simply to provide 
the boys with a receptive point of view, and as metaphors 
for the b o y s ' imaginations this is precisely what Mark 
Twain has Satan and 44 do. Within the context of their 
own societies, the boys simply see what has always been 
visible (prejudice, superstition, fear, social injustice) 
but with an altered point of view.
The fantastic journeys are acceptable elements of any 
lyrical presentation. The persona of Emily Dickinson's 
"I heard a funeral in my Brain" cannot logically tell her
20Baetzhold, p. 226.
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tale from within the grave, but as a lyrical, omniscient 
narrator, she transcends time and space and external 
reality to present the artist's message to her audience 
with the desired tone. Like Emily D i c k i n s o n ’s persona, Mark 
Twain's mysterious strangers supply observations that the 
young boys cannot be expected to understand during their 
journey to awareness, given the author's concept of p e r s o n ­
ality; yet these observations are essential to Theodor and 
August's ultimate u n d e r s tanding of the nature of man and 
the u n i v e r s e .
In the "No. 44" version of the mysterious stranger,
Mark Twain extends his conception of the m a n - machine beyond 
observations of the social animal. lie has Augu st and 44 
develop his triparte view of the individual; the Workaday- 
Self, the Dream-Self, and the Immortal-Self. Mark Twain 
first describes this concept of the multi-self in an 1897 
Notebook entry in which he discusses the genesis of his 
thinking about the various layers of discernible personality. 
He says in "The Recent Carni val of Crime in Connecticut" he 
attempted "to account for our seeming duali t y --the presence 
in us of another p e r s o n ; not a slave of ours, but free and 
independent, and with a character distinctly its own."
But after reading Stevenson's D r . J e k y 11 and M r . H y d e , he 
realized that he had been m istaken when he represented the 
duality as two separate pe o p l e  (.the narrator and the dwarf 
in "carnival of C r i m e " ) . With the help of "The French" 
(probably Pierre Janet and other followers of Jean Martin
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C h a r c o t ) 21 Mark Twain decides that the two parts of a man
do not know one another. "I am not acquainted wi t h  my 
double, my partner in duality," he says; but he believes 
his double goes w a ndering while he sleeps because they have 
a common memory and he can recall things he knows he has 
never seen or done in his conscious life. Moreover the 
dream self "is merely my ordinary body and mind freed 
from clogging flesh and become a spir i t u a l i z e d  body and 
mind with the ordinary powers of both enlarged in all p a r ­
ticulars a little, and in some parti culars prodigiously."
In addition to these supernatural powers, he believes his 
dream self does many real and fantastic th i n g s — some u n ­
principled ones, some sensational. Finally he says, "When
my physical body dies my dream body will doub tless continue
2 2its excursions and activities Without change, forever."
Th e o d o r  and Satan fall, roughly, into this view of 
the two selves. Theodor is the dull, W o r k a d ay-Self wh ose 
receptivity is limited and Satan is of the arist ocracy of 
the I m p e r i s h a b l e s . By the use of techniques ordinarily 
ass ociated with lyrical poetry, Mark Twain subordinates 
what he believes to be the actual non-relationship, on a 
conscious level, between the W o r k a day-Self and the Dream- 
Self as Emily Dickinson {"Funeral in the Brain") extends
21
John S. Tuckey, "Mark Twain's Later Dialogue: The 
'Me' and the Machine," American L i t e r a t u r e , 41 (1970) , 535.
2 2 Mark Twain 1s N o t e b o o k , pp. 3 4 0-35 3.
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the consciousness of the lyrical narrator beyond the o r d i ­
nary limits of consciousness by using a narrator who speaks 
from the world of the non-living. As a lyrical image- 
figure of Theodor's consciousness, Satan may be allowed 
similar freedom in The Mysterious S t r a n g e r , and he can be 
both an "outside influence" upon Theodor and a part of Self, 
simultaneously.
By the time he wrote "No. 44," Mark Twain apparently 
had revised some of his ideas on the multiple self. Like 
Satan, 44 is an immortal mysterious stranger, and August 
represents the Workaday-Self. As in "The Chronicle" v e r ­
sion, the two separate individuals are brought together 
through the n a r r a t o r ’s mirroring of his divided self as an 
image-figure . But there is yet another part of the multiple 
self in "No. 44." Acco rding to the definitions he es t a b ­
lishes in this narrative, Mark Twain has revised his 1897 
Notebook concept of the Dream-Self. Instead of a duality, 
he now sees a more complex triparte self. 44 explains to 
August that he is not one person, but two. There is the 
Workaday-Self which is all flesh, dull and unimaginative 
tAugust Feldner) and there is the Dream-Self which is w i t h ­
out responsibilities or substance but full of excitement, 
rom ance and imagination (.Emil Schwartz). Although these 
separate psyche living in common flesh do not ordinarily 
know one another, 44 admits that he has "solidified" the 
Dream-Selvos of the group (the Duplicates) for his own p u r ­
poses; Mark Twain has 44 upset what he believes to be the
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normal condition so that August can become acquainted with 
and learn from his own Dream-Self.
The third element of self is the Soul which is i m m o r ­
tal. "When I was invisible the whole of my physical m a k e ­
up was gone," reports August,
nothing connected with it or depending 
upon it was left. My soul--my immortal 
spirit--alone remained. Freed from the 
encumbering flesh, it was able to e x h i ­
bit forces, passions and emotions of a 
quite tremendously effe ctive character.
It seemed to me that I had now 
ciphered the matter out correctly, and 
unpuzzled the puzzle. I was right, as 
I found out a f t e r w a r d (343) .
T hrough August's description of a second image-figure which 
represents his ideal self, Mark Twain suggests several 
things that bear upon the present investigations. Notice, 
for example, that as he participates in these experiences 
August is only partially aware of their significance as 
Emil Sinclair is only part ially aware of his relationship 
with Max Demian in Hesse's novel. A u g u s t ’s learning p r o ­
cess resembles the orderly compiling of evidence in K o e s t ­
ler 's discussion earlier in the chapter. However August 
will not fully u n d erstand these experiences until he is more 
mature, at the end of the narrative, when 44 reveals to him 
that everything is a product of his own imagination.
Through the device of a love affair with Marget, the
Master's daughter, Mark Twain is able to clarify further 
the distinct cha racteristics of each of August's parts. 
August, the Workaday-Self, is in love with Marget, but his
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Dream-Self, Emil, has her heart because of his superior 
grace, imagination and beauty. Thus, August suffers u n ­
requited love for Marget; Emil wins Marget's heart, but 
loses her Dream-Self, Lisbet, to August's superior Im m o r ­
tal-Self. In this way Mark Twain is able to offer a m e c h a n ­
istic explanation for the various levels of psychic response 
in the individual, as well as creating a comic situation 
similar to what would be cases of mistaken identity in a 
Shakespearean c o m e d y .
44 functions in the narr ative as a mysterious stranger 
and guides the youth, August, in his journey to experience. 
As a lyrical m a n i f estation of the narrator's divided self,
44 is part of the August D r e a m / I m m o r t a l - S e l f . In the last 
chapter of the narrative 44 reveals to August that he is 
part of the young boy, "I am but a dream," he says--"your 
dream, creature of your i m a g i n a t i o n " (404). Thus, the tri- 
parte August is the maker of all he has experienced within 
the narrative. All of the selves are not equally informed 
on the causes and effects of what has developed, but each 
has played a part in the drama of the narrative, and the r e ­
flecting narrator's un derstanding of these image-figures 
leads him to an awareness that is rare and invaluable to 
his view of him self and of the universe.
The Workaday-Self, the Dream-Self and the Immortal-Self 
give Mark Twain the capability of showing the reader the 
complexity of the individual psyche as well as showing him 
the possibility of multiple responses within the individual
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consciousness. The key to the parameters of each of the
finite selves is, ultimately, dependent upon the "metal"
or "make" of the individual, and Mark T w a i n ’s apparent re-
2 3spect for the intellectual abilities of Jews and the 
names of the n a r r a t o r ’s selves (August Feldner and Emil 
Schwartz) wo uld seem to indicate that only those with an 
inherited propensity for imaginative thought could be ex­
pected to experience August's kind of journey to awareness. 
Notice, incidentally, that Mark Twain also establishes 
Theodor's intellectual credentials early in "The Chronicle" 
version. Theodor Fischer is from a talented, educated 
family; he says his father was the church organist, leader 
of the village musicians, teacher of violin, composer, tax 
collector, sexton, "and in other ways a useful c i t i z e n "(43) .
Mark Twain's concept of the Immortal-Self goes beyond 
the Young Man's and the Old Man's d i s cussion of "the ME" 
which they decide is composed of physical, mental and 
spiritual c o m p o n e n t s . 2^ It is possible that Mark Twain 
borrowed some of his ideas on the m ultiple self from William 
James' comment that "the 1^ which knows them /obj ectively 
knowa ble things/ cannot itself be an aggregate;. . . It is
a T h o u g h t , at each moment diff erent from that of the last
2 3Ma r k  T w a i n 's N o t e b o o k , p. 151. See also; Mark 
Twain's "Concerning the Jews," "Randall's Jew Story," "New- 
house 's Jew Story," and "To the Editor of the American 
Hebrew" for further evidence of his respect for Jews.
2^What Is M a n ? , p . 3 9 3.
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moment, but appropriative of the latter, together with all 
that the latter called its own. . .. The same brain may s u b ­
serve many conscious selves, either alternate or coexist-
.i ..2 51 n g .
In any case the mysterious strangers who guide Theodor 
and August to awareness in the two versions of The M y s t e r ­
ious^ Stranger derive their v a l u e  from the initiatory i m ­
pulses they plant in their mortal companions. These i m ­
pulses can be generally reduced to something akin to dreams 
or imaginative thought. Theodor and August are advised to 
"Dream other dreams, and better," and the my sterious s t r a n ­
gers identify themselves as "your dream, creature of your 
i m a g i n a t i o n "(404). Thus the key to the outside influence 
on both of the young boys seems to be the imagination which 
may be nothing more than that state of mind described by 
August when he abandons his physical make-up and exhibits 
"forces, passions and emotions of quite tremendously 
effective character."
For Mark Twain imagination is the human quality which 
is most capable of elevating the individual above his d e t e r ­
mined position in society. Imagination is the mechanism
25William James, Pri n c i p l e s  pf psychology (.New York:
H. Holt & Co., 1 8 9 Q 1 , I, p. 4Q1. In the introduction to 
Mark Twain * s W h i c h  Wa s  The Dr earn ? e d . Joh n Tuckey (Berkeley; 
Univ. of California Press, 1 9 6 7 J , p. 17, Tuckey notes that 
among those whom Mar k Twain read on the subject of the c o n ­
scious and the uncon scious levels of the mind were William 
James, Sir John Adams and Georg Christoph Litchenberg; See 
also: Tuckey "Mark Twain's Later Dialogue: The 'Me' and the 
M a c h i n e ."
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which enables the m a n - machine to achieve a "higher ideal." 
But the imagination mec h a n i s m  is, nevertheless, a part of 
the machine; therefore, it must be sti mulated by outside 
influences of some kind. In an 1896 Notebook entry Mark 
Twain disc usses the imagination in a way that is helpful to 
this discussion. He says:
The human imagination is muc h more c a p ­
able than it gets credit for. That, is why 
Niagara is always a disappointment when 
one sees it for the first time. O n e ’s 
imagi nation has long ago built a Niagara 
to which this one is a poor drib bling 
thing. The ocean 'with its waves running 
m ountain high' is always a disappointment 
at first sight; the imagination has c o n ­
structed real mountains, whereas these 
when swelling at their biggest and h i g h ­
est are not imposing. The Taj is a d i s ­
appoi ntment though people are ashamed to 
confess it. God will be a d i s a p p o i n t ­
ment to most of us, at first. I wish I 
could see the Niagaras and Tajs which the 
human imagination has constructed, why, 
then, bless you, I shou ld see Atlantics 
pou ring down out of the sky over cloud 
ranges, and I should see Tajs of a form so 
gracious and a spiritual expression so 
divine and altogether so sublime and so 
lovely and worshipful t h a t - - w e l l - - S t .
Peter's, Vesuvius, Heaven, Hell, e v e r y ­
thing that is much desc ribed is bound to 
be a disappointment at first experience. g
Two important concepts can be extracted from this 
statement. First the man-machine ’ s imagination is a c r e a ­
tive force: it can conceive of Niagaras and oceans and Tajs 
"so sublime and so lovely and worshipful" that the original 
is a disappointment; moreover, the imagination "has con-
^ ’Mark T w a i n 's N o t e b o o k , p. 2 99.
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structed real m o u n t a i n s "{italics mine). But notice that 
the imagined Taj has been "suggested" to the min d of the 
man-machine by an "initiatory impulse" in the form of 
data about the actual T a j . Thus "God will be a d i s a p p o i n t ­
ment to most of us, at first" because the imagination has 
conceived of something more grand than the i n s t i t u t i o n ­
alized vision of God--the human God Satan mocks in his 
"Letters from the Earth." Ostensibly the disappointment 
will only be temporary because once the paltry human c o n ­
cept of a diety is discarded, the imagination can dwell 
upon an originator comparable to the deity Mark Twain d e s ­
cribes in his Notebook entry discussed above. In any case, 
it is obvious that Mark Twain believes the creations of the 
imagination to be r e a l — at least for the individual--which 
suggests that in the imagination rests ultimate reality.
Once the imagination is thus qualified, it becomes an 
integral part of the man-machine, stronger in some than in 
others according to the "make" or temperament of the i n d i ­
vidual. Baetzhold and others suggest that L e c k y 's European 
Morals is instrumental to Mark Twain's devel opment of the 
premise that education (outside influence) is a stimulus 
to the i m a g i n a t i o n . 27 Lecky says, "the imagination in its 
first stages concentrates itself on individuals";
gradually by an effort of abstraction it 
rises to an institution or well-defined 
organization; it is only at a very advanced
2 7 Baetzhold, p. 54
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stage that it can grasp a moral and 
intellectual principle. Loyalty, 
patriotism, and attachment to a c o s m o ­
politan cause are therefore three 
forms of moral enthusiasm respectively
appropriate to three successive stages
of mental progress, and they have, I 
think, a certain analogy to idolatrous 
worship, church feeling and moral c u l ­
ture, which are the central ideas of 
three stages of religious history.
The odor and August seem to be involved in each of 
these stages of "moral enthusiasm" duri ng the progress of 
the n a r r a t i v e s . Theodor reports on the school girls who
were burn ed at the stake because the superstitious society
thought flea bites were Devil's marks and on Gcttfried 
Narr's grandmother who was burned as a witch for curing 
headaches with m a s s a g e s (78). August reports similar 
superstitious inhumanities p e r p etrated against Frau Marx 
and Frau Adler and the village's superstitious celebration 
of "the mock Assuaging" of the Devil(39). Father Peter's 
sincere Chr istianity in "The C h r o n i c 1 e ” (42) and Old 
Katrina's piety in "No. 44"(267) are the best examples of 
religious feeling in the narratives. And the final p o s i ­
tions of Theodor and August seem to represent what Lecky 
calls concepts of "moral culture." In the "Conclusion to 
the Book" the narrator is conv eying "a moral and in t e l l e c ­
tual principle" in the form of a spiritual autobi ography 
because of his growth of awareness and his radically
2 8 William E. H. Lecky, The History of European Morals 
Augustus to Charlemange (London: Longmans, Green and 
Co . , ] H(il>) , 1 , p . 1 3f> .
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altered point of view--the fruitful ma r r i a g e  of education 
and imagi nation which represents training "upward" for 
Mark Twain.
Satan and 44 introduce their young companions to 
situations which typify each of Lecky's levels of moral 
p r o g r e s s . Each of these moral lessons is designed to lead 
the young boy a little further toward an understanding of 
himself and toward freedom from his socially determined 
p r e c o n c e p t i o n s , fears and s u p e r s t i t i o n s . Neither Theodor 
nor August o r iginate these i d e a s , they simply understand 
the significance of acts be cause their image-figure guides 
provide them with an objective point of view. During his 
first encounter with Satan, Theodor is shocked and confused 
by the m y s terious stranger's wanton killing of the m i n i a ­
ture village he has constructed. Not until the end of the 
narrative, after Satan's lectures on the moral sense, the 
unperishable immortals, the progress of Christian history 
and the final revelation that "life is a dream" does T h e o ­
dor come to understand the significance, or rather the 
insignificance, of Satan's act. But when he is confronted 
with obvious inhumanities, fears, and superstitions (the 
astrologer, Father Adolf, Frau Brandt, the Inquisitors, 
etc.) , Theodor readily adjusts to Satan's view.
The key to alter ing the man-machine is a positive 
out side influence which will train the individual "upward 
toward a summit where you find your chiefest pleasure in 
conduct which, while contenting you, will be sure to confer
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benefits upon your neighbor and the community." Tract 
writers and moralists are obvious outside influences who 
can effect the man-machine, but in "The Chronicle" and 
"No. 44" narratives Mark Twain seems to be suggesting that 
certain individuals have the ability to improve their 
determined life through the use of imagination, if the 
individual is adequately informed and if his temperament 
allows for such growth. Peer group and societal pressures 
are still restraints to the individual Workaday-Self, but 
those qualities of the min d which Mark Twain believes to 
be free of "encumbering flesh" may stimulate the individual 
to seek moral and intellectual principles which will be 
beneficial to the society as well as to the individual.
Joan of Arc's ded ication to freeing France from E n g ­
lish domination, then, may represent for Mark Twain a 
specification of the a b s t r a c t i o n - - p a t r i o t i s m . "She was 
the Genius Q f Patriotism," says the narrator of Personal 
Recollections of Joan of A r c , "she was Patriotism embodied,
concreted, made flesh, and palpable to the touch and
29visible to the eye." As an outside influence, in terms 
of Mark Twain's dialectic, Joan apparently represents the 
best example of the moral and intellectual prin ciple of 
patriotism, capable of stimulating many toward higher 
ideals. Indeed, her fictional biographer and the narrator 
of the story, Sieur Louis de Conte (SLC ?), was profoundly
29Mark Twain, The Complete Novels of Mark T w a i n , ed. 
Charles Neider {New York: Doubleday & Co., 1964), II, 
p . 998 .
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influenced by her purity and dedication, and he attempts 
to infl uence others through her personal recollections of 
her. A lthough a thorough analysis of Joan of Arc is b e ­
yond the scope of this study, it seems probable that Mark 
Twain's high opi nion of the work stems from the moralist 
in him and his belief that such exemplum would stimulate 
others to seek a purer form of patriotism. In this c o n ­
text, Joan would seem to be for Mark Twain what Goethe and 
Napoleon were for Carlyle--"Heroes in History"--or a m e m ­
ber of Jefferson's "natural aristocracy" (de Conte says,
"I think these vast powers and capacities were born in 
her, and that she applied them by an intuition which would 
not e r r " ) .^  Her personal vision was so powerful that a 
large part of Medieval France tried desperately to live 
out her vision of a higher, ideal kind of patriotism.
Although their guides are not mysterious stranger and 
their experiences are firmly rooted in realistic narrative, 
Edward Tudor (The Prince and the P a u p e r ) and Huck (H u c k l e ­
berry F i n n ) become aware of the inhumanity and the pe t r i ­
fied opinions of their societies through the outside 
influences of Miles Hendon and Nigger Jim who offer the 
youths useful data and, more importantly, another point of 
view. Edward's trading of his royal position for Tom 
Canty's pauper rags, of courser allows the future king to 
e x p erience monarchy from the other end of the social
10
C o m p l e te N o v e I s , II, p. H36.
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ladder, and Huck's various disg uises al low him to test 
shore values from several points of view. However, Miles 
and Jim keep their yo ung companions on the correct path 
by offering them another view of their actions and the 
actions of others in the society.
Huckleberry Finn does not end optimistically; having 
experienced the inhumanity of the shore society from 
Hannibal to Cairo, Huck rejects a fresh start with Tom's 
Aunt Sally and decides to "light out for the Terri tory."
In effect, Mark Twain's most p opular character, the p e r ­
sona of his most successful novel, summarily rejects 
American society and its empty p romise of dignity for all 
men and establishes a majority of one outside the limits 
of society. There is no suggestions that he will find a 
better society; indeed, if the fragment "Huck and Tom 
Among the Indians" is any indication, Huck will only find 
more violence and different s uperstitions in the Territory. 
In a Notebook entry (1891) Mark Twain jotted down an idea 
for a final sequence using his famous character: "Huck
comes back sixty years old, from nobody knows where--and 
3 1crazy." The genesis of Mark Twain's most famous fic­
tional character demonstrates the ultimate fate of the 
archetypal innocent in his struggle with the dichotomy of 
the American e t h o s — at least within the artistic l i m i t a ­
tions of Mark T w a i n ’s realistic fiction. Old Huck is
^ M a r k  Twain ' s N o t e b o o k , p. 212.
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still alie nated from his society and he is still unable to 
accept soci ety's values. But, after all, Huck was the son 
of Pap Finn, who was extra- social, and most of his c h i l d ­
hood was spent in his hogshead shelter on the docks.
Except for Jim, his training and associations are of a 
downward n a t u r e .
A C o n n ecticut Yankee in King A r t h u r ' s Court is as u n ­
prom ising of personal solutions as Huckleberry F i n n .
After having failed to produce the ideal society by intro­
ducing modern te chnology to King Arthur's court, Hank M o r ­
gan, the product of n i n e teenth-century industrialism and 
republicanism, can only succeed in effec tively annihilating 
Medieval Knighthood in a final, awesome battle. The only 
benefit that may result from his fantastic journey into the 
sixth century is the introduction of an initiatory impulse 
away from absolute monarchy; however, there is no solution 
for Sir Boss Morgan who dies, out of time, out of place, 
mourning his loss of Sandy and all that was dear to him in 
a fantastic world.
Though all of these characters become aware of the 
ills of their society, none of them come to any kind of 
satisfactory u n d e r standing of the nature of man or the u n i ­
verse, and none of them come to know themselves in any 
significant way. Each of them has some kind of guide who
offers the main character another point of view, but each 
is a man - m a c h i n e  programmed by his heredity, his habitat
and his associations. By Mark Twain's changing of their
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habitat, Edward, Hank Morgan and Huck are able to alter 
their opinions, to some extent; by the introduction of 
aware companions (Miles, Jim, Sandy) these characters come 
under favorable outside influences; but they do not d i s ­
cover viable solutions at the ends of their stories. They 
are still j o u r n e y m e n - - s e a r c h i n g . They have yet to imagine 
another world that can replace the actual mountains, which 
"at their biggest and hi ghest are not imposing," with 
imagined moun tains more beautiful and more imposing.
In The My sterious Stranger Mark Twain concentrates on 
the protagonist's struggle to know himself, and this i n t e n ­
tion requires certain adjustments in the writer's narrative 
technique. As in drama, char acter in realistic fiction is 
developed primarily through the p rotagonist's response to 
incidents of plot. If the work is conceived as an i m i t a ­
tion of life, then action is essential and characterization 
is a by -product of the action. But even in drama there are 
certain techniques available to the writer, such as the 
aside or the soliloquy, through which the writer can develop 
c h a racterization outside of the action of the story. In 
general, then, pastoralism, fantasy and internal monologues 
permit the writ er to explore the consciousness of the p r o ­
tagonist, and an exaggerated form of this internalization 
would subordinate action, which imitates life, to c h a r a c ­
terization, which explores specific qualities of p e r s o n ­
ality. In the fantastic environment of The Mysterious 
Stranger Mark Twain can more fully explore the "make" or
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t emperament of his pro t a g o n i s t  and demonstrate the process 
of Theo dor's growing awareness. Moreover, his simultaneous 
blending of real and fantastic worlds suggests that self- 
analysis can be achieved in the wo rld of fantasy, but action 
must inevitably occur in the external world.
Because of Prospero's powe rs as a magician, Shakespeare
is able to blend real and fantastic worlds in The Tem pest
as Mark Twain does in The Mysterious S t r a n g e r . Baetzhold
provides substantial evidience of Mark Twain's conscious
3 2bor r o w i n g  from this particular Shakes pearean play, and 
some comparisons may help to clarify this discussion and 
explain the use of Prospero's speech in the title of this 
study .
In his own way, Satan is as much a magic ian as Pros- 
pero. In Act IV of The Tempest Prospero conjurs up a 
masque performed by spirits to entertain Miranda and F e r d i ­
nand, who has just pledged him self to honorably love the 
magician's daughter. Since the masque represents ideal 
marriage, Prospero's motive for conjuring this particular 
masque is clear; but after the masque he says to his p r o s ­
pective son-in-law:
These our actors 
. . . were all spirits and
Are melted into air, into thin air;
And, like the baseless fabric of this vision,
The cloud-capp'd towers, the gorgeous palaces,
The solemn temples, the great globe itself,
Yea, all which it inherit, shall dissolve
3 2
Baetzhold, pp. 231-233.
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And, like this insubstantial pagent faded,
Leave not a rack behind. We are such stuff 
As dreams are made on. . . 33
Prospero's revelation that all reality is illusion ("the 
great globe" as well as "the insubs tantial pageant") is c o m ­
parable to Satan's revelation at the end of The Mysterious 
Stranger ("It is all a d r e a m " ) . And the lesson is the 
same: both Satan and Prosp ero see man's pote ntial in his 
ideal visions or his imagination from which "dreams are 
m a d e . ” Like Prospero's fantastic masque, the fabric of 
Theodor's vision is neither inferior nor is it based on the 
conditions of external reality. But as both Mark Twain and 
Shakespeare suggest, the artificial vision is no more in ­
substantial than the external reality of "the great globe." 
Whatever is important about man is spir itual and, at least 
for Mark Twain, closely related to that passionate sense of 
the cosmic experienced by August in "No. 44"(p. 32). 
Nevertheless, Prospero returns to Milan to live out his 
life and T heodor narrates his spiritual a utobiography to 
teach o t h e r s .
33William Shakespeare, S h a k e s p e a r e : Twe n t y - t h r e e  Plays 
and The S o n n e t s , e d . Thomas M. Pannott (New York: Charles 
Scribner's Sons, 1953), p. 1078.
C HAPTER III
THE BASELESS FABRIC OF T H E O D O R ’S VISION:
THE LYRICAL DESIGN OF THE MYSTERIOUS STRANGER
On the whole, Mark Twain's vision of God, man, and 
the universe in the mysterious stranger narratives is 
consistent with ideas expressed in What Is M a n ? , the N o t e ­
books , and in various letters. If there is anything 
unique about The My sterious S t r a n g e r , it is to be found 
in its lyrical design.
The lyrical novel, as has been indicated in the first 
chapter, derives its effect from the narrator's d i s p o s i ­
tion of his wo rld of sensible experience into a pattern 
of images and motifs through which he constructs a s y m ­
bolic s e l f - p o r t r a i t . 1 Theodor reflects upon his own past, 
emphasizing the inner changes which are a result of his 
mirroring of sensible encounters. The chronological 
events of his story lose significance in direct p r o p o r ­
tion to Theodor's ability to incorporate the personal i m ­
portance of these events into his changing u n d e r s tanding  
of self. For Theodor, in reflection, the importance of 
Father Peter's insanity is that "no sane man can be happy
* F r e e d m a n , The Ly r i cal N o v e l , p. 20.
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for to him life is real and he sees vrhat a fearful thing 
it i s " (164). From Satan's lectures on the moral sense he 
learns that man is the only animal who is capable of d i s ­
tinguishing b etween right and wrong "and in nine cases out 
of ten he prefers the w r o n g " (73). And through his f a n t a s ­
tic journeys with Satan, Th eodor observes the inhumanity of 
the French factory o w n e r (73), and the bloody history of 
civ ilization "leaving famine and death and desolation in 
/ i t s / w a k e " (135). At the end of the novel the reader is 
left with nothing but the narrator and the narrator's very 
personal view of the universe which has been deve loped as a 
result of both real and fantastic events in the novel.
Satan tells Theodor,
There is no God, no universe, no human 
race, no earthly life, no heaven, no 
hell. It is all a Dream, a grotesque 
and foolish dream. Nothing exists but 
you. And You are but a T h o u g h t --a v a ­
grant T h o u g h t (405).
Young Theodor not only discovers conventional values 
to be untenable, but through Satan he discovers that the 
i n d i v i d u a l ’s conscio usness of himself is the ultimate 
reality. What Theodor comprehends of himself and his a c t i ­
vities in both the real and the fantastic world defines the 
boundaries of his consciousness, and Satan, who is his 
guide on this quest for understanding, ul timately becomes 
part of Theodor's "infinite self" and a created work of 
art. "I myself have no existence," says Satan; "I am but 
a d r e a m — your dream, creature of your i m a g i n a t i o n "(404).
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Thus on the lyrical level, as well as on the narrative
level, Satan becomes an integral part of the boy's e x p a n d ­
ing awareness of himself.
The first paragraph of Theo dor's story suggests several 
things about the narrator's point of view and, ultimately, 
about Mark Twain's artistic skill in creating such a n a r r a ­
tive. Theodor says:
It was in 1 5 9 0 - - w i n t e r . Austria was far 
away from the world, and asleep; it was 
still the Middle Ages in Austria and p r o m ­
ised to remain so forever. Some even set 
it away back centuries upon centuries and
said that by the mental and spiritual clock
it was still the Age of Belief in Austria.
But they meant it as a compliment, not a 
slur, and it was so taken and we were all 
proud of it. 1 remember it well, although
I was only a boy; and I remember, too, the
pleasure it gave me(35).
There is a sense of general honestry in Theo dor's r e f l e c ­
tion. Without betraying his present attitude, the mature, 
reflecting narrator attempts to draw an obje ctive picture 
of the village and the region he knew as a boy. Young 
Theodor, the actor in the drama, is quite clearly a c o m ­
patible member of that society, but there are unmistakeable 
traces of Mark Twain's wit in this narrator who smiles at
the ignorance of his boyhood. When he says that "it was
still the Age of Belief in Austria," the narrator is 
ironically tolerant of his ignorant past. (We are reminded 
of Mark Twain's ironic sympathy for Huck who solemnly re­
counts the tale of "Moses and the B u i l r u s h e r s .") Mark
Twain conceives the narrator of The My sterious Stranger to
50
be a skilled story-teller who withholds information from 
the reader for dramatic purposes. Moreover, by having 
Theodor tell the story, Mark Twain clearly intends for the 
reader to relate to the p r o t agonist throughout the n a r r a ­
tive.
But young Theodor, who is a participant in the drama 
and who is confused in a world of cruelty and superstition, 
is an unreliable narrator. Wayne Booth considers an u n r e ­
liable narrator to be one who is as confused as the reader 
concerning the meaning and the ultimate value of events in 
the narrative. In some cases the quest for u nderstanding 
becomes as important to the reader as it does to the p r o ­
tagonist, and, of course, it is in this kind of atmosphere 
that the unreliable narrator is most effective. "Regardless 
of the point of view in the narrowest sense, the moral and 
intellectual point of view of the work is deliberately c o n ­
fusing, disconcerting, even staggering," Booth says. There 
is a deliberate confusion of "conventional notions of 
reality" and "the superior reality given by the world of 
the book.' In The Mysterxous Stranger the only guide 
through this confusion, the only apparent exponent of a 
viable norm within the context of the novel, is Satan, and 
his polemic inevitably leads Theodor and the reader to what 
most critics regard as a nihilistic conclusion. However, 
this critical view is not always justifiable; Booth says
“Booth, pp. 285-288.
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that
mos t so-called nihilistic works are. . .
real ly works of active protest or even of 
affirmation, however impersonal the mode 
in which they are written; they can thus, 
if need be, include narrators or r e f l e c ­
tors who are at least to some extent r e ­
liable. They confuse the reader about 
one group of norms, only to impose another, 
and reliable witn esses to this other code 
are almost certain to be found hiding s o m e ­
where.^
The mature Theodor who is reflecting upon his past is 
the "voice" through which the story is being told and,
until the conclusion, his is the only informed c o n s c i o u s ­
ness in the novel. As the townspeople set out to spy on 
Margret's myst e r i o u s l y  prosperous household, Theodor s a y s :
In a community, big or little, there is 
always a fair p r o portion of people who are 
not malicious or unkind by nature and who 
never do unkind things except when they are
overmastered by fear, or when their self-
interest is greatly in danger, or some such 
matter as that. Eseldorf had its proportion 
of such people<82) .
These are obviously the thoughts of a mature Theodor re­
flecting with the trained eye of an observer of mankind 
upon the past history of his community. He is neither v i n ­
dictive nor sentimental about human weaknesses, for he has 
learned to understand and accept them. However, young 
Theodor's reaction to Satan's destruction of the miniature  
society he constructed during their first meeting reflects 
the horror and conf usion of an ignorant boy from a sleepy
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Austrian society:
An angel, and kill a priest! an angel 
who did not know how to do wrong, and 
yet destroys in cold blood a hundred 
helpless poor men and women who had 
never done him any harm! It made us 
sick to see that awful deed, and to 
think that none of those poor creatures 
was p repared except the priest, for none 
of them had ever heard a mass or seen a 
c h u r c h (50).
The boy's concepts of right and wrong, of conscience, of 
sacrilege are useless under these conditions, and he and 
the read er are unde r s t a n d a b l y  confused and bewildered b e ­
cause the commonly accepted norms of both are violated.
After Nikolaus dies trying to save the life of a
drowning village girl, his mother blames herself for her
son's death. Theodor says, "It shows how foolish people
are when they bl ame themselves for anything they have
done"(128). By this time, Theodor has been sufficiently
indoctrinated by Satan to accept the "circumstances and
environment" premise of Satan's lectures on determinism.^
And when he joins in the stoning of the woman condemned to
hang, Theodor is able to recognize and accept his own
human weaknesses:
I threw a stone at her, although in my 
heart I was sorry for her; but all were 
throwing stones and each was watching 
his neighbor, and if I had not done as
4
For a more detailed account of Mark Twain's use of a 
consistent concept of scientific determinism from Tom S a w ­
yer through the later works see Sherwood Cummings' "Science 
and Mark Twain's Theory of Fiction," Philological Q u a r t e r l y , 
37 (January, 1958), 26-33.
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the others did it wo uld have been n o ­
ticed and spoken of (.152) .
There is a very obv ious change in the boy's view of 
things. Soon after Satan begins his series of lectures, 
Young Th e o d o r  is able to see the new pri nciples in the 
attitudes and actions of others. When Ursula begins to act 
silly in response to Satan's praise of the houseke eper's 
work to Margret, Theodor notes, "I was ashamed, for it 
showed us to be what Satan co nsidered us, a silly race and 
t r i v i a l " (71). Toward the end of the narrative Theodor is 
able to see these principles at work in his own t e m p e r a ­
ment:
We boyss wanted to warn them /Margret and 
Ursula/ but we backed down when it came 
to the pinch, being afraid. We found that 
we were not manly enough nor brave enough
to do a generous action when there was a
chance that it could get us into t r o u b l e ( 8 2 ) .
Because of this increasing growth of awareness. Young T h e o ­
dor is eventually prepared to acknowledge S a t a n ’s final 
revelation that the universe is only what the individual 
perceives it to be. Thus the m a turing Theodor, who e x p e r i ­
ences radical changes in his philosophy, and the enigmatic 
Satan share the r e sponsibility for communicating the 
acceptable norm of the narrative. Booth says of this kind 
of narrative, "All this seeming byplay is strictly to the 
pur pose of shaking our confidence in the superior reality 
of 'real life' over artistic 'dreams.' In the end this 
polemic is made explicit, but it could never be so until
then. We must experience confusion, we must taste genuine
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ambiguity if its resolution is to seem either convincing 
or w o r t h w h i l e . Finally, the ostensible nihilism of the 
novel can be seen to be an affirmation of another norm,
Mark Twain's p hilosophical vision which was disc ussed in 
some detail in C hapter 11.
In the lyrical novel both the reliable and the u n r e ­
liable narrator are embodied within the consci ousness of 
the passive hero. The importance of events and characters  
often hinges on their inclusion in the narrator's view of 
things as it is obje c t i f i e d  through patterns of imagery.
In other words, Satan's reality within the context of the 
story depends upon Theodor's c o n ception of him. The 
mysterious stranger appears at a time when Felix Brandt's 
tale of angels is still "impressing" the narrator, Theodor 
senses the presence of Satan before he sees him, and once 
he realizes that Satan is a creature of his own expanding 
imagination, the spectre fades away, leaving the matu re 
Theodor with a new awareness of self-identity. In fact, 
the pattern of symbolic self-dis c o v e r y  in The Mysterious 
Stranger is quite similar to Emil's pat tern of discovery in 
Hesse's D e m i a n .
In terms of reliable narration, Satan emerges as a 
symbolic representation of the narrator's changing point of 
view--an image-figure in reflecting Theodor's spiritual 
autobiography. The doub le identity of the mysterious
5B o o t h , p . 289.
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stranger is particularly relevant to the narrator's m u l t i ­
level consciousness. Philip Traum, whose last name is the 
German word for dream, represents Theo dor's creative u n c o n ­
scious or his imagination--a p e r s o n i fication of the n a r r a ­
tor's unconscious thought. The s t r a n g e r ’s celestial name 
is significant for several other reasons. The boys' initial 
reaction to the name "Satan" is humorous: Theodor says, "It 
caught us suddenly, that name did, and our work dropped out 
of our hands and broke to p i e c e s " (47). The work, of course, 
is the inept but supe rnatural fashioning of horses and men 
from mud under the direction of S a t a n . The irony of such 
an inversion of traditional myth is consistent with later 
dev elopments in the narrative, but the overt humor of the 
episode conceals the "high-grade comicality" of the p i c ­
ture. It serves as another instance of the author's in t e n ­
tional misleading of both the protagonist and the reader 
for the purpose of undermining "real life" values and s y m ­
bols .
Within the context of Mark Twain's view of the multiple 
self (pp. 29-32) Satan can operate as Theodor's dream-self, 
free of environment and training, and he can make o b s e r v a ­
tions upon the real world of Eseldorf without fear of p u n ­
ishment from the society or from his conscience. These 
conditions allow Mark Twain, through his narrator, to 
develop the themes of the novel on several different levels. 
On the narrative level, Satan is a supernatural character
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who teaches Theodor to see his world in a radically d i f ­
ferent way. On the lyrical level the "i m a g e - f i g u r e " of 
the narrator's own imagination voices concepts that the boy 
could not pos s i b l y  express on his own, given the d e t e r m i n ­
istic premises upon which Mark Twain bases the narrative.
This point of view in the lyrical novel is s u b s t a n ­
tially diff erent from po int of view in a realistic novel 
and the most important c onsideration for the establishment 
of the lyrical pose. Both forms must, in one way or 
another, convey to the reader the frame or pattern of the 
world in which the characters react to stimuli. "A d e c i ­
sive difference between the two forms, however, is the 
locus of that world," Freedman says.
In the lyrical mode, such a world is c o n ­
ceived not as a universe in which men d i s ­
play their actions, but as a poet's vision 
fashioned as a design. The world is r e ­
duced to a lyrical point of v i e w , the 
equivalent of the poet's 'I': the lyrical
self. In the mas q u e r a d e  of the novel, 
this point of view is the poet's mask as 
well as the source of his consciousness, 
whe ther it appears as one or more d i s ­
guised personae or in the more direct 
function of the diarist, the confessor, or 
first-person narrator.®
The "lyrical self" of The Mysterious S tranger consists of
the personae Theodor and Satan. The latter moves from a
completely unconscious, dream-image role toward being
another of the boy's levels of co nsciousness as Theodor's
awareness of self-identity develops. Accompli s h m e n t  of
^Freedman, p . 8.
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this process leads the p r o t agonist to a new u n d e r s tanding  
of himself and of his environment, as he is eventually 
able to comprehend his relationship with Satan.
The reflecting narrator, Theodor, is the consciousness  
of the novel on the most literal level. On this level he 
functions as a first-person narra tor and reports on events 
of the village and the phenomenon of Satan. Young Theodor 
is a product of Eseldorf, Austria, "far away from the 
world and asleep." But after the idea of friendly spirits 
is suggested by Felix Brandt, the oldest serving man in 
the castle, Theo dor's consci ousness depends less on the 
village and the stolen money plot than on his association 
with the mysterious Satan. The development of the boy's 
awareness constitutes the bulk of the novel's inaction and 
eventually resolves the melodramatic plot metaphorically. 
That is, Satan becomes more than the developing awareness 
of Theodor Fischer. On the symbolic level Satan is the 
potential for imaginative thought in all men. Therefore 
when Wilhelm Meidling suddenly thinks of the dates of the 
coins, Theodor sees the image of Satan (inspiration) 
superimposed on the young l a w y e r .^
In a sense, Bernard DeVoto is correct when he says 
Mark Twain was working toward a personal solution in the 
years after 1897. While his losses, both personal and 
financial, must have had an effect upon his own view of the 
world, the solutions derived from the lyrical novel tech­
nique and through the thought patterns of The Mysterious 
Stranger are far more universal and far more important to 
the artist in a world void of absolute values than to a 
grieving individual attempting to reconcile supposed guilts. 
"There is, as a rule," says Freedman, "no consistent corre-
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Theodor's symbolic encounters with fantastic places 
and events outside of time and space are part of the o v e r ­
all effect of the narrator's creation of his own universe. 
The vision of past, present and future provided to Theodor 
through Satan are m a n i f e stations of this lyrical texture 
which is symbolic of the young boy's growing awareness of 
the inherent contradictions of his society and the folly of 
trusting traditional and absolute values. Theodor begins 
to see that the things co nsidered right by the standards 
of his old morality are, in fact, wrongs because they bring 
pain and suffering to an innocent old woman condemned and 
burned for supposed witchery, to flea-bitten children 
accused of having D e v i l ’s marks and, consequently, burned 
at the stake, and to good Father Peter who was abused for 
teaching brotherly love. He witnesses the cruelty of the 
masters in India and in the French factory, and Satan r e ­
views for him the birth of C h r i s tianity and the ages of 
E u r o p e :
We saw Christianity and Civilization
march hand in hand through those ages.
spondence between the hero's encounters and the r e p r e s e n t a ­
tive ideas or concepts outside him. Rather, the hero acts 
in an arena in which events are rel ated to himself. The 
figures and scenes he confronts signify ideas which, in 
turn, symbolize his own inner c o n d i t i o n . ” Thus DeVoto's 
conclusions that Mark Twain was trying to work out personal 
solutions in The Mysterious Stranger would seem to be valid, 
but the problems he was attempting to solve were far more 
universal than DeVoto suspected. Mark Twain, like so many 
other moderns, attempts to solve the complex problems of 
man in a chaotic universe through the structuring device 
of art.
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'leaving famine and death and d e s o l a ­
tion in their wake, and other signs of
the progress of the human race,' as 
Satan o b s e r v e d (135) .
Not unlike the conclusions drawn in Huckleberry Finn or 
Joan of Arc or The Connecticut Y a n k e e , Theodor's e y e - w i t ­
ness account of the depraved history of mankind, derived
from the texture of images presented to him by Satan, forms
the basis of the protagonist's changing view of mankind 
and society. Mark Twain says, "Education consists main ly 
in what we have u n l e a r n e d , " 8 and Satan's function is to 
inform young Theodor beyond his Eseldorf training.
In a letter to Howells, April 6, 1899, Mark Twain e x ­
presses his own personal consternation with mankind; he 
says :
I have been reading the morning paper. I 
do it every morning--well knowing that I 
shall find in it the usual depravities and 
baseness and hypocrisies and cruelties that 
make up civilization and cause me to put 
in the rest of the day pleading for the 
damnation of the human race. I cannot seem 
to get my prayers answered, yet I do not 
d e s p a i r .9
The Mysterious Stranger is a symbolic answer to that 
prayer as Theodor perceives the significance of Satan's 
lecture and discovers that he cannot depend on external 
reality for order or value. Not only the basic premises 
of western civilization but more particularly those of
8 Mark T w a i n 's N o t e b o o k , p. 346
Mark Twain, Mark T w a i n 's L e t t e r s , e d . Albert Bigelow 
Paine (New York: Harper & Brothers, 1917), II, p. 678.
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J e f f e r s o n i a n  democracy are refuted: there is no b e n e v o ­
lent God and there is no benevolent nature. The only 
order which can be relied upon is the structuring capacity 
of the mind as, for example, in the artist's creation.
At first glance, this interpretation does not seem 
satisfactory. After all, Nikki and Seppi are also present 
when Satan first appears, and the three boys are privy to 
many confidential conversations with the mysterious s t r a n ­
ger. He appears to be real to the townspeople, and he 
converses with all of the principle characters. None of 
these things would appear to be possible in realistic 
fiction if Satan were a figment of the narrator's i m a g i n a ­
tion. But these p h enomena are p o ssible in the lyrical 
novel. Extended passages may "work" both as narrative 
and as lyric, where the narrative events make some kind of 
sense on the literal level but make significant sense as 
connected patterns of imagery on the lyrical level.
The episode with Agnes, the cat, for example, furthers 
the plot and leads to the publ ic debunking of the a s t r o l o ­
ger, to the ultimate benefit of the villagers; but on the 
lyrical level, Theodor receives a valuable illustration of 
the human b e i n g ’s ability to justify any act with the help 
of self-delusion. When Ursula sees evidence of the cat's 
magical abilities (the four silver groschen in her pocket), 
she accepts the animal without further questioning. The 
narrator says :
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In her heart she probably believes it 
was a w i tch-cat and an agent of the Devil; 
but no matter, it was all the more certain 
to be able to keep its contract and f u r ­
nish a daily good living for the family, 
for in matters of finance even the pious- 
est of our peasants would have more c o n ­
fidence in an arrangement with the Devil 
than with an a r c h a n g e l (67) .
A few minutes before, Ursula had upbr aided Satan for s u g ­
g esting that the kitten be given to the rich. "God will
pro vide for this kitten," she 
falls to the ground without H 
pious Ursula is completely sa 
magical kitt en in spite of th 
its powers. Even the scrupul 
questions about Agnes and ass 
doing its work. The episode 
but the u nderstanding of delu 
growth. "Time and action may 
"but the point of the poem's 
specific intensity of modulat 
of the work derives from the 
suggests, the "superior reali 
of the book.
The inability or unwilli 
ter to accept an event as rea 
the individual is consistentl  
concept of the word " d r e a m , ”
^ F r e e d m a n  , pp. 62-64.
had said; "Not a sparrow 
is seeing i t " (65). But the 
tisfied with the productive 
e possible ominous source of 
ous Margret avoids unpleasant 
umes that "Providence" is 
is relatively unimportant, 
sion is vital to Theodor's 
be simulated," says Freedman, 
language is to reach a 
ions of images . The power
image level, and, as Booth 
t y " is defined by the world
ngness of a par t i c u l a r  charac- 
1 or ultimately meaningful to 
y related to Mark T w a i n ’s 
and the entire process is
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closely related to the P u d d 'nhead Wilson aphorism; "Truth
is stran ger than Fiction, but it is because Fiction is
obliged to stick to p o s s i b i l i t e s ; Truth isn't." In The
Mysterious Stranger it might be said that Mark Twain has
made the fiction as strange as the truth because in this
novel he allows the "dream" state to control the narrative.
The reality of the narrative is compromised by Satan's
manifestations of a "superior reality," but even this is
ultimately meaningless, as T heodor learns from Satan near
the end of the novel ;
Life itself is only a v i s i o n , a dream 
. . . Nothing exists; all is a dream.
G o d - - m a n — the world--the sun, the moon, 
the wilderness of stars--a dream, all 
a dream; they have no existence.
Nothing exists save empty s p a c e - -and 
you i(404)
The incidents of The Mysterious Stranger are only possible 
in the sense that a lyrical poem is possible--as an image 
of the p o e t ’s understanding of a truth. "Dream" and 
"vision" are synonymous here, and both depend upon the 
imagination. As Mark Twain remarks in an 1898 Notebook 
entry, "You can't depend on your judgment when your imagi­
nation is out of f o c u s . " ^
By the end of the novel, S a t a n ’s revelations have 
shown Theodor the folly of being "trained to be good 
Christians, to revere the Virgin, the Church, and the 
saints above e v e r y t h i n g . ” He no longer believes that
^ M a r k  Twain's Notebook, p. 344.
63
"Knowledge /is/ not good for the common people." Finally
Satan, the creature of Theo dor's imagination, states the
case for the narrator's radically altered po int of view:
Strange, indeed, that you should not have 
suspected that your universe and its c o n ­
tents were only dreams, visions, fiction! 
Strange, because they are so frankly and 
h y s t e rically insane--like all dreams: A 
God who could make good children as easily 
as bad o n e s ; . . . who mouths morals to
other people and has none himself; who 
frowns upon crimes, yet commits them all; 
who created man w ithout invitation, then 
tries to shuffle the responsibility for 
man's acts upon man, instead of himself; 
and finally, with altogether divine 
obtuseness, invites poor, abused slaves 
to worship h i m ! . . . You perceive, n o w ,
that these things are all imp ossible 
except in a dream. You perceive that 
they are pure and puerile i n s a n i t i e s , 
the silly creations of an imagination  
that is not conscious of its freaks--in 
a word, that they are a dream, and you 
the ma k e r  of it. The dream-marks are 
all present; you shou ld have recognized 
them e a r l i e r .(404-405)
The absurdity of traditional C h ristian philosophy o v e r ­
whelms Theodor and frees him from the e n vironmentally d e ­
termined view of life prescribed by his training. The odor 
says, Satan "left me appal led for X knew, and realized, 
that all he had said was true"(405). Suddenly he u n d e r ­
stands how an angel who can do no wrong can cold-bloodedly 
kill the m i n iature society; Satan is an immortal who "can­
not love men but /he/ can be harmlessly indifferent to 
t h e m " (115). Because the traditional concept of God has 
been conceived by imperfect man, the vision is imperfect--
u freak of the imagination. And like1 Caliban, man fends
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to worship the deity who pinches and frights him the most. 
(Mark Twain reaffirms this po i n t  in H u c k 's description 
of Indian deities in his "Huck and Tom Among the Indians" 
f r a g m e n t .)
The structure of The M y s terious Stranger combines the 
efforts of the novelist and the poet. There is an obvious, 
rather straight- f o r w a r d  plot concerning Father Peter's 
alleged theft of 1107 ducats from the astrologer. S i m u l ­
taneously, the poet constructs a pat t e r n  of imagery d e ­
signed to illuminate the narrator's growing awareness of 
his relation to the universe. However, the setting of 
the story, the act ivities of the mysterious stranger and 
the narrator's observations often cut across these b o u n d ­
aries to form a unified structure. Generally the plot is 
related in descriptive passages and serves as a frame for 
the inaction of Theo dor's search for meaning. At the end 
of the novel the two components of structure come together 
in the relationship bet ween Father Peter's and Theodor's 
final views of life.
"Sleepy" and "dreamy" define the atmospheres of the 
two worlds. Eseldorf and its inhabitants are mentally and 
spiritually stagnant. The s ociety of the village is 
superstitious, provincial and unimaginative. Father Adolf 
is respected bec ause he claims to have fought with the 
D e v i l , but
Even Father Adolf, who had defied the 
Devil, had a wholesome respect for the 
as trologer when he came through our
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village wearing his tall, pointed hat 
and his long, flowing robe with stars 
on it, carrying his big boo k and a staff 
which was known to have magic power.
The bishop himself ^ometimes listened 
to the astrologer.
Like Caliban, who worsh ips Prospero, with book and staff, 
because his powers of persecution are stronger than 
S e t e b o s ', the villagers respect the priest but fear the 
astrologer. When Satan prohibits Father Adolf's d e n u n c i a ­
tion of the as trologer as a heretic at Margret's party, 
the villagers interpret the priest's silence as God's 
abandonment of them and fear an Interdict because the 
events of the day are beyond their limited comprehension.
Conversely, the boys' world is exciting, imaginative 
and conducive to reverie and fantasy. They eagerly em­
brace both the natural and supernatural. Felix Brandt's 
imaginative tales stimulate their imaginations and prepare 
them to accept a "pleasant and cheerful" angel such as 
Satan, and once they overcome their initial fear, the boys 
are enamored of the mysterious stranger. Theodor says,
I should not be able 
understand how exciti 
know that kind of qui 
around through you wh 
something so strange 
wonderful that it is 
to be alive and look 
how you gaze, and you 
your breath comes sho
to mak e any one
ng it all w as . You
ver th at tr embl es
en you are s eei ng
and en chant ing and
jus51 a fear ful joy
at i t , and you know
r lips turn dry and
rt j. bu t you wou ldn '
] 2Mark Twain, The Complete Short S t o r i es of Mark T w a i n , 
ed. Charles Neider (Garden City, N.Y.: Doubleday & Co.,
1957), p. G01; this particular passage was added by Paine 
and Duneka when they gave Father Adolf's role to the as t r o ­
loger .
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be anywhere but there, not for the 
world. . ..It was an ecstasy; and an 
ecstasy Is a thing that will not go 
into words; it feels like music, and 
one cannot tell about music so that 
another person can get the feeling of 
i t (54).
Theodor is d e s cribing a very exciting, aesthetic experience 
to which he has r e s ponded intuitively. Incapable of 
analyzing the specific causes of the emotional response, 
he is, nevertheless, able to communicate the physical 
effect of the experience.
The rel a t i o n s h i p  between the plot and the patterns of 
imagery center on T h e o d o r ’s opinions of each. What he 
sees and how he reacts to those observations is different 
from i n fluence--the growth of his imagination and a w a r e ­
ness. Satan enters into both of these worlds, but the 
image he projects is radi cally diff erent in each. To the 
boys he is a visiting angel named Satan who "could do 
wonderful things." To the villagers he is a pretentious 
young man named Phil ip Traum who is probably a bad in f l u ­
ence on the youth of the village.
Except for the solipsistic positions of Father Peter 
and T heodor at the end of the novel, the realistic and the 
imagi native structures can never merge except in the mind 
of the reader. As Satan explains the differences between 
himself and men, Theodor says, "One cannot compare things 
which by their nature and by the interval between them 
are not c o m p a r a b l e ” (55). These are obviously not the 
words of a semi-ignorant boy. Mark Twain has consciously
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moved closer to the world of the narrative through the r e ­
flecting narrator to make clear this distinction: the
material world is compo sed of things, diseases and living 
beings; the imaginative world is compo sed of ideas, cr e a ­
tions and imaginative minds. Man is capable of e x p e r i e n c ­
ing both of these worlds, given the opportunity and the 
proper "outside influence." "A man's brain (intellect) is 
stored powder, 1 he says in an 1898 Notebook entry; "it
cannot touch itself off; the fire must come from the out- 
13
side . "
Theodor becomes mo r e  and more p r e o ccupied with the
adventures of the mind, and with Satan, as the narrative
progresses. He and the other boys go into the woods to
discuss Satan and to watch for him. Theodor says:
We hadn't any interest in the other boys 
anymore and wouldn't take part in their 
games and enterprises. They seemed so 
tame, after Satan, and their doings so 
trifling and commonplace after his a d v e n ­
tures in antiguity and the constellations, 
and his miracles and meltings and ex p l o ­
sions and all that(59-60) .
Again Theodor is ecstatic over the "adventures" he has e x ­
p erienced in the presence of Satan. The free discu ssions 
of moral ity and man and the timeless-spaceless journeys all 
over the world are experiences of the imagination, leading 
to the growth of Theodor's awareness.
13
Mark Twain's Notebook, p. 365.
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These observations can be related to Mark Twain's 
treatment of time within each component of the total s t r u c ­
ture of the novel. The stolen-money plot operates within  
a linear environment; it is a chronological sequence of 
events. T h e o d o r ’s growing awareness, as it is defined by 
the pattern of imagery, operates within a spatial e n v i r o n ­
ment ! it is a moment in time. The former constitutes the 
action of the novel; the latter constitutes the inaction.
Joseph Frank maintains that this "space-logic," first 
used in the poetry of Pound and Eliot, has been borrowed 
by some modern novelists who ask their readers "to suspend 
the process of individual reference temporarily until the 
entire pattern of internal references can be apprehended 
as a unity." Although the narrative must be written in 
some kind of sequence, the author often intends for the 
reader to comprehend a series of scenes or passages s i m u l ­
taneously, which Frank calls "the prin ciple of reflexive 
reference." Thus Proust makes use of this spatial form "to 
communicate the extratemporal quality of his revelatory
bizarre patterns of imagery to blend elements of the past 
and the present into what Pound calls a "unification of 
disparate ideas and emotions. . . presented spatially in an
14
m o m e n t s ." Pound, Eliot and Joyce employ ostensibly
instant of time. . . Z^o sense of sudden
14Joseph Frank, The Widening G y r e : Crises and Mastery 
in Modern Literature (New Brunswick, N.J.: Rutgers Univ.
Press, l‘M>3), pp. 13, 14, 58.
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liberation; that sense of freedom from time limits and 
space limits; that sense of sudden growth.
In The Mysterious Stranger this process involves both 
the juxta posing of the money plot with the mysterious 
stranger fantasy and the "unification of disparate ideas 
and emotions" within the patterns of images. The first 
chapter suggests that elements of both worlds are inherent 
in the environment of Eseldorf. "Austria was far from the 
world, and asleep," says Theodor, "and our village was in 
the middle of that sleep, being in the middle of Austria.
It drowsed in peace in the deep privacy of a hilly and 
woodsy solitude," The village is physically and i n t e l l e c ­
tually isolated from the rest of the world by "a hilly and 
woodsy solitude," but these natural wonders, "the tranquil 
river" and the "tumbled expanse of forest-clothed hills 
cloven by wi nding gorges," also provide the village with its 
"dreams." Implicit in the setting of the novel is the 
tension between the culture, which in this case is p r o v i n ­
cial and superstitious, and innocent and intuitive responses 
to natural phenomena. Perhaps it is this tension between
the civi lized and the pastoral that promp ted Mark Twain to
16borrow such imagery from Shakespeare's The T e m p e s t .
15 Ezra Pound, Make It New (London; Faber and Faber, 
1934) , p . 336 .
^IJaotzhold, p. 2 32 .
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The first chapter also introduces the melodramatic  
plot involving Fath er Peter, who was suspended for t e a c h ­
ing "that God was all goodness and would find a way to save 
all his poor human c h i l d r e n " (42), and his gentle and t a l ­
ented niece Margret. In chapter three Father Peter finds 
the 1107 ducats in his purse and temporarily stays the 
foreclosure of the mortgage. But the fortunes of good 
Father Peter are again frustrated in chapter five when the 
astrologer accuses the suspended priest of stealing the 
money. The mel o d r a m a  does not develop much more until 
chapter ten when it is revealed by Father Peter's good- 
hearted lawyer, Wilhelm Meidling, that the dates on the 
coins prove that they are not part of the cache the a s t r o l ­
oger had hidden many years before. Most of the rest of the 
narrative is devoted to Theodor's experiences with the 
m y s terious s t r a n g e r .
The second chapter establishes the environment nec- 
cessary for the ap pearance of the mysterious stranger. The 
three boys are all comrades at Felix Brandt's fireside 
tales of spirits, they are all from good families, and they 
are all prepared to accept the young angel when he appears 
to them in the woods. The magic Satan performs is a cross 
between childish wish fulfillment and very serious q u e s ­
tioning of tradition?! values. He poses as God: he creates 
life, society and natural hazards; he saves one woman for 
no explainable reason, then arbitrarily destroys the whole
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community. O b v iously these actions shock the youths who 
have never considered God from that point of view before; 
however, at the end of the novel Satan catalogues the 
Christian God's inhumanity to man, declares the whole con­
cept of a benev o l e n t - m a l e v o l e n t  god to be a hideous dream, 
and Theodor readily accepts the conclusion. The young boy 
has been prepared for these final revelations through his 
observations of man's inhumanity all over the world and 
through Satan's lectures on the Moral Sense, determinism, 
the man-machine and other fundamental ideas. From S a t a n ’s 
lectures and from his own observations Theodor derives a 
different impression of his species from that which he had 
previously held; and he begins to form his own personal 
view of his place in the world. By the end of the novel, 
Theodor is aware that most of the unpleasant acts of m a n ­
kind are based upon g r o u p - t h o u g h t ; most of the best actions 
of men are m o t ivated by individual thought and feeling.
The attitudes implied in the melodramatic plot of The 
Mysterious Stranger are similar to concepts suggested iri 
the plots of Tom S a w y e r , D e t e c t i v e , P u d d 'nhead W i l s o n , The 
American Claimant and "The Man Who Corr upted Uadleyburg."
Man is unable to change his life in any significant way; 
inhumanity is embodied in personal and/or public self- 
righteousness; sup erstition and prejudice over whelm reason. 
The good and gentle Father Peter is unable to function under 
the conditions of spiritual depr avity in his community. He
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is defeated at every turn by prejudice, ignorance, and 
self-interest; and his truly Christian principles do not 
enable him to adjust to the cruel realities of his society. 
His only chance for happ iness is in a world completely 
divorced from the realities of Eseldorf, a world where 
pe ace and order and love are absolute. "I said he would 
be happy the rest of his days," says Satan, "and he will, 
for he will always think he is the Emperor and his Pride 
in it and his joy in it will endure to the end. He is now, 
and will remain, the only utterly happy person in this 
e m p i r e " (16 3) .
The lyrical format establishes the context of T h e o ­
dor's u nderstanding of the elements of the mel o d r a m a  and of 
the actions of m ankind in general. Through the influence 
of Satan--the impulse toward creative imagination, the 
"outside influ e n c e " - - T h e o d o r  is able to go beyond the 
prejudice, ignorance and s elf-interest of his society and 
view the situ ation from a more objective point of view.
With the help of Satan, T heodor sees man's inhumanity j u s ­
tified by religion, social custom, ignorance, and self- 
interest. He sees a man tortured on the rack and killed 
bec ause he cannot admit being a heretic; he witnesses and 
even participates in the stoning of a woman because he is 
afraid of not conforming with the rest of the mob; he 
observes the burning of Gottfried Narr's grandmother for 
witchcraft because she cured headaches "by kneading the
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person'a head and neck with her f i n g e r s "(79); and he w i t ­
nesses the cruel trea tment of Fath er Peter by Father Adolf 
and the astrologer who want his congregation and his n e w ­
found fortune. Because T heodor is able to see beyond his 
habitat and ass ociations during his search for meaning in 
the world, the young boy eventually sees himself within a 
continuum: all reality is a dream; that dream is a product 
of his own thought, influenced by his heredity and tr ain­
ing; but the only mea n i n g f u l  reality is the vagrant thought 
he perceives; and his p e rsonal salvation is to be able to 
"dream other dreams and better I"--to become what he imagines 
and to imagine an even better Theodor.
At the end of the novel the principal character in the 
money plot and the principal char acter in the "s p a c e - l o g i c " 
pattern both come to an u nderstanding of themselves in re l a ­
tion to their environment. And while their final positions 
are quite different, their points of view are very similar.
The stolen-money plot is resolved through Wilhelm 
Meidling's inspired discovery that the coins were minted 
after the astrologer claimed to have hidden his cache of 
gold, and the conditions of the melodrama are met: evil is
discovered, virtue is rewarded and the hono rable can live 
happily ever after. But this is not a viable solution for 
gentle Father Peter who had had to acknowledge the in h u m a n ­
ity of his fellow villagers and the absolute lack of c o n ­
cern of the diety for the w e l l-being of his only true se r ­
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vant in the village. Therefore, he rejects the m e l o d r a ­
matic solution to the situation, reconstructs the universe 
to fit his needs, and achieves happiness in his own private 
world of peace and love and order.
When Theodor discovers that the my sterious stranger is 
a pr oduct of his own imagination, he too can reject e x t e r ­
nal reality, but he must replace the Satan-fantasy he has 
consciously destroyed with a vision entirely dependent 
upon his own thought. The order of his universe becomes 
the structuring ability of his own mind, and he is c o m ­
mitted to co nstantly imagining a more satisfactory vision. 
His is a philosophy of Becoming.
Theodor's position is potentially productive. Satan 
says, "I have wr ought well for the villagers, though it 
does not look like it on the surface. . . . What I am d o ­
ing for the villagers will bear good fruit some day, in 
some cases to themselves, in others to unborn generations 
of men. No one will ever know that I was the cause but it 
will be none the less true, for all t h a t " (115). Satan goes 
on to explain that man's entire life is det ermined by his 
"circumstances and environment" and he is unable to alter 
the life-time of chain reactions; however, the chain can be 
altered by Satan, who is an outside influence. From what 
we know of our reflecting narrator, it is obvious that he 
has not followed the course marked by his circumstances and 
environment; he has been influenced by Satan--he is, p r e s u m ­
ably, one of the "good fruit" Satan refers to in the 
speech above. Indeed, the very act of telling the tale of 
the mysterious stranger and of commenting mean i n g f u l l y  upon 
his fellow villagers in the spiritual autobiography is of 
benefit to "unborn generations of men," if the tale is 
successful and if it is read.
In his spiritual autobiography, Theodor, as a r e f l e c t ­
ing narrator, relates actual events in his life to his 
personal experiencing of growth of awareness through a 
series of tropes. In this way he is able to acknowledge 
both the existence of an external, material world and the 
internal reality of the perceptions of the mind. In a d d i ­
tion, Theodor attaches relative values to those phenomena: 
the material world does exist, but its values are transient 
"Power, money, persuasion, supplication, persecution-- 
these can lift at a colossal humbug," says Satan, "but only 
laughter can blow it to rags and atoms at a blast.
Against the assault of laughter not hing can s t a n d " (166).
The only thing that is finally important is "a t h o u g h t --a 
vagrant thought, a useless thought, a homeless thought, wan 
dering forlorn among the empty e t e r n i t i e s "(404) .
Therefore, for Theodor solipsism becomes a viable 
explanation of man's place in a deterministic universe.
Free of the ultimate importance of early training and c i r ­
cumstance, man can function more effectively in a world in 
which there are no absolute values, no discernible m a n i f e s ­
tations of order. Theodor's view of life provides him
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with the flexibility requisite for healthy responses in a 
nominalistic world. Moreover, he is able to communicate  
with others and become an outside influence on them.
Father Peter's insanity is the alternative to T h e o ­
dor's solipsism. As the maker and arbiter of his world, 
Father Peter is also protected from the ambivalences of 
the material world, but he is unable to effect others in 
any positive way. Although he is at peace with his world, 
he is no longer of value to his fellow man and cannot f u n c ­
tion as a catalytic outside influence for future Theodors.
Theodor becomes a kind of god, within the context of
the universe that Theodor's coexisting consciousness
creates. The final pose of Father Peter and the final pose
of Theodor Fischer are remarkably similar; if the logic of
the poet's mask is consistent, Theodor is as mad as the
priest from the standpoint of the townspeople for whom
life is physical reality and superstition. It is probable
that the inhabitants of Eseldorf would react to Theodor's
message as the congregation reacted to the mes s e n g e r  of the
Most High in Mark Twain's "War Prayer" : "It was believed
that the man was a lunatic, bec ause there was no sense in 
1 7what he said." At the expense of becoming alie nated from
their society, Father Peter and Theodor have each conceived 
a personally satisfying world view. (Mark Twain converts 
the general term "dream" to such words as "inspiration"
 ^ 1 e_to E ssays of Mark Twain, p. 6H2.
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and "imagination" in these instances.) Within the context 
of Mark Twain's cland estine lecture to mankind, Theodor's 
growth of awareness through imagination foresees hope for 
the pitiful man-machine who is a product of his c i r c u m ­
stances and environment. If Theodor has achieved the 
ability to think creatively, then he is able to alter his 
determined program--the product of heredity, environment 
and circumstance which he discusses in more detail in his 
What Is M a n ? Through his creative imagination Theodor can 
impose the structuring order of art upon his society's 
problems and, hopefully, become an outside influence upon 
future generations of men.
The dream-image technique is not peculiar to Mark 
Twain's late work. Throughout his novels and tales frequent 
references are made to dreams, dreamers and twins. In The 
Prince and The Pauper the dream concept functions as a 
metaphor for the character's bewilderment about his almost 
surrealistic circumstances, and similar situations occur in 
Huckleberry F i n n , The Connec ticut Yankee and Pudd * nhead 
W i l s o n . Mistaken identities and attempts at assumbing the 
personalities of others are other attempts at identifying 
and employing the dr eam-self motif in The Prince and The 
P a u p e r , Huckleberry F i n n , The American C l a i m a n t , Pudd 'nhead 
WiIson and others . But The My sterious Stranger has a 
special place in Mark Twain's cannon. In a letter to 
Howells, May 13, 1899, Mark Twain writes that he has
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put the p o t -boiler pen away. What I have 
been wanting is a chance to write a book 
without reserves--a book which should take 
account of no one's feelings and no one's 
prejudices, opinions, beliefs, hopes, 
illusions, delusions; a book which should 
say my say, right out of my heart, in the 
plainest language and without a limitation 
of any sort. 1 judged that that would be 
an unimaginable luxury, heaven on earth.
It is under way, now, and it i_s a luxury! 
an intellectual drunk!
Satan's final revelation to Theodor would seem to be the
fulfillment of Mark Twain's desire "to write a book wit hout
reserves." But the image-figure technique does equivocate,
at least on the surface. Neither Sam Clemens nor Mark
Twain nor even Theodor Fischer utter the revolutionary
phrases. It is the duty of the image-figure, Satan, the
outward manifestation of unconscious, imaginative thought
in the novel, to voice the most radical views; Theodor has
only to agree with his i m a g i n a t i o n ’s judgments.
Within the context of the novel, mature Theodor is 
speaking as a apologist for his final view of man and 
society, and in this respect The Mysterious Stranger is the 
spiritual autobiography of a narrator who is alienated from 
his sleepy society; however, it is also a lyrical r e p r e s e n ­
tation of the author's view of how the individual may i m ­
prove himself, in a limited way, within the bounds of Mark 
Twain's brand of determinism. (As an image-figure and as 
a metaphor for the imagination, the character of Satan is 
vital to both of these considerations.)
*°Mark Twain's betters, II, p. f>Hl.
C HAPTER IV 
CONCLUSION 
I
It has been one of the purposes of this study to i l ­
lustrate the lyrical nature of The Mysterious Stranger 
based on criteria established by Ralph Freed man in his 
study of the lyrical novel. However, two questions remain 
unanswered: Did Mark Twain consc iously employ the lyrical
techniques discernible in the novel? And since none of the 
versi ons of the mysterious stranger narrative were finished 
by Mark Twain (see Appendix I), how significant are the 
conclusions reached by this and other studies of The M y s - 
terious S t r a n g e r ?
There is no doubt that the technical innovations in 
The Mysterious Stranger are the result of Mark Twain's co n ­
scious search for an appropriate narrative form for convey­
ing his themes. However, it would be mi sleading to suggest 
that he wrote with the intention of filling in a p r e c o n ­
ceived structural framework. His focus always seems to 
have been the content of the narrative and its effect rather 
than its structure. In a letter to Howells in 1898, he 
says, "I.ust. summer I started 16 things wrong —  3 books & 13
7 9
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mag. articles--& could mak e only 2 little wee things, 1500 
words altogether, succeed. . . .  I could make all of those 
things go if I would take the trouble to re-begin each one 
half a dozen times on a new plan."* These comments suggest 
that Mark Twain depended on the material to suggest the 
appropriate narrative form.
Although he apparently depended on experimentation to 
arrive at a successful marriage of form and content, he was 
always accutely aware of the relationship between structure 
and the effect he desired. Writing to Howells in 1899 he 
comments specifically on his problems in finding the right 
plan for his my sterious stranger narrative: "Twice I didn't
start it right; & got pretty far in, both times, before I 
found it out. But I am sure it is started right this time. 
It is in tale-form. I believe I can make it tell what I 
think of Man, & how he is constructed, & what a shabby poor 
ridiculous thing he is, & how mista ken he is in his estimate
of his char acter & powers & qualities & his place among the
2animals." The most important rhetorical consideration in 
the manuscripts seems to have been the first-person, r e ­
flective narrator who would be capable of describing for his 
reader the essential elements of past history that influ­
enced his more aware vision of himself and his society. And 
both "The Chronicle" and "No. 44" have such narrators. The
^Mark T w a i n - Howells L e t t e r s , II, p. 675.
2 Mark Twain-Howells L e t t e r s , II, pp. 698-99.
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primary difference between "The Chronicle" and "No. 44" 
versions of the tale is the more careful transformation of 
the mysterious stranger's lectures into dramatic episodes 
which demonstrate through action the principles that are 
voiced in What Is M a n ? and ot her writings.
Mark Twain was very much aware of problems of point of 
view in his novels as early as Tom S a w y e r . He writes to 
Howells, "I have finished the story ^T o m  S awyer^ & didn't 
take the chap beyond boyhood. I believe it would be fatal 
to do so in any shape but autobiographically--like Gil Bias, 
I perhaps made a mistake in not writing it in the first 
person." Later in the letter Mark Twain proposes to take
another young boy and "run him through life {in the first
3
person) and in that novel, The Adventures of Huckleberry
F i n n , he does use the autobiographical form that is typical 
of his later novels of awareness, including The Mysterious 
S t r a n g e r . However, in Huckleberry Finn the persona is 
limited to the time period he describes; there is no sense 
of history as there is in a novel such as The Mysterious 
Stranger where time sequence is circumvented through fan­
tasy for the purpose of educating the narrator beyond the 
details of his local environment.
Mark T w a i n ’s narrative intentions in The Mysterious 
Stranger seem to be tied to the narrative possibilities he 
discovered while dictating his A u t o b i o g r a p h y . The "No. 44"
3Mark Twain-Howells L e t t e r s , I, p. 91.
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version and the "Conclusion to the Book" were written at 
the same time the A utobiography was being dictated and Mark 
Twain's comments in letters to Howells at that time i n d i ­
cate that he is quite conscious of the artistic value of 
the reflecting narrator technique. Mark Twain's remarks in 
a 1906 letter to Henry H. Rogers suggest that he is very 
much aware that how something is being told is as important 
as what is being told. Con cerning his Autobiography he 
says "Howells thinks the Auto will outlive the Innocents 
Abroad a thousand years, and I know it will. I would like 
the literary word to see (as Howells says) that the form of
this book is one of the most memorable literary inventions 
4
of the ages." Mark Twain's statement suggests that the 
persona of the Autobiography needs to be examined more 
thoroughly, but it also suggests something about the s e l e c ­
tion of narrative stance for "The Chronicle" and "No. 44" 
versions of the my sterious stranger narrative. As The 
Autobiography of Mark Twain is, in fact, the autobiography 
of Samuel Clemens' persona, The Mysterious Stranger is the 
spiritual a utobiography of the mature, reflecting narrator 
Theodor Fischer. It describes meta p h o r i c a l l y  what the 
narrator experienced emotionally, and as Theodor says, "It 
was an ecstasy; and an ecstasy is a thing that will not go 
into words; it feels like music, and one cannot tell about
4
Mark Twain, Mark T w a i n 's Correspondence with Henry 
Hu t t 1es ton R o g e r s , 1893 -1909 , ed. Lewis Leary (Berkeley:
Univ. of California Press, 1969), p. 611.
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music so that another person can get the feeling of i t " (54). 
Thus the narrator's world is reduced to what Freedman calls 
lyrical point of v i e w " in which the hero's discoveries 
are represented symbolically through patterns of imagery, 
or metaphorical episodes, with the intention that the 
reader will also feel the urgency of the quest.
While dic t a t i n g  the A u t o b iography Mark Twain discovered  
the charming narrative qualities of such an approach, and 
he told Howells that its discursive qua lity was its 
s t r e n g t h :
You will be astonished (& charmed) to see 
how like talk it is, & how real it sounds,
& how well & compactly & sequentially it 
constructs itself, & what a dewy & breezy 
& woodsy freshness it has, & what a dar ling 
& worshipful absence of the signs of 
starch, & flatiron, & labor & fuss & the 
other artificialities. . . . There are
little slips here & there, little i n e x a c t ­
nesses , & many desertions of a thought b e ­
fore the end of it has been reached, but 
these are not blemishes, they are merits,
their removal would take away the n a t u r a l ­
ness of the flow & banish the very thing-- 
the nameless s o m e t h i n g — which differentiates 
real narrative from artifical narrative.^
The "nameless so mething" to which Mark Twain refers is the
intimate, intuitive effect of the stream-of-consciousness
tech nique that is the heart of the A u t o b i o g r a p h y .
That same stream - o f - c o n s c i o u s n e s s  effect in the m y s t e r ­
ious stranger narr ative allows the narrator to reveal to the
reader intimate details of his past history within what
JMark T wain-Howells Letters, II, p. 778.
84
appears to be a loosely structured autobiography. M o r e ­
over, the technique adds to the novel a sense of the p e r ­
sona's honesty and the reader feels that he has seen b e ­
yond the normal barriers a speaker erects when he attempts 
to talk about his inner feelings. Mark Twain says, "an 
Autobiography is the truest of all books; for while it in ­
evitably consists mainly of extinctions of the truth,. . .
the remorseless truth is^ there, b etween the lines,. . . the
result being that the reader knows the author in spite of 
his wily diligences."^
The interest in reading bet ween the lines, together 
with Mark Twain's u nderstanding of the advantages of poetry 
over prose for conveying effects , anticipates the conscious 
use of imagery to further the narrative in The Mysterious 
S t r a n g e r . In a letter to Howells he says, "What a lumbering 
vehicle prose is for the conveying of a great thought!. . .
Prose wanders around with a lantern & laboriously schedules 
<; verifies the details & particulars of a valley & its
frame or crags & peaks, then Poetry comes, & lays bare the
7
whole landscape with a single splendid flash."
Although there is little direct evidence that Mark 
Twain was intentionally experimenting with the standard 
elements of prose narrative, his remarks concerning the 
form of the Autobiography and the advantages of poetry over
6Hark T w a i n -Howe 11s L e t t e r s , II, p. 782 .
7
Mark T w a i n - H o w e 1Is Letters, 11, p. HOQ.
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prose to create impressions sug gest that he was very much 
aware of the importance of form to the creation of an e f f e c ­
tive narrative. And, of course, there is considerable i n ­
ternal evidence of Mark Twain's use of lyrical elements in 
the form of the novel to support a solipsistic theme (see 
Chapter I I I ) .
Mar k Twain does not create a new narrative form for 
The My sterious S t r a n g e r , he simply changes the emphasis of 
the first-person narr ation to achieve an effect similar to 
the one he recognized to be effective in his Autobiography . 
However, the end result of the new emphasis is innovative.
By having his persona reveal "the remorseless truth" in his 
own spiritual autobiography through patterns of imagery that 
reveal the narrator's inner being, Mark Twain uses the 
tradi tional narr ative forms to perform the function of 
poetry which he says "lays bare the whole landscape with a 
single, splended flash."
As for the incomplete state of all of the manuscript 
versions of the mysterious stranger narrative, one can only 
wish, in retrospect, that Mark Twain had not put away the 
pen before one of the versions had been completed. Like 
the A u t o b i o g r a p h y , The Mysterious Stranger was never in-
Q
tended for p u b l ication during the author's lifetime, but 
a completed man u s c r i p t  of the "No. 44" version would provide 
the reader with more complete materials with which to c o m ­
8 Mark T wain-Howells Letters, II, p. 698.
86
pare the three versions and with a clearer understanding 
of Mark Twain's final inte ntion in the novel. Since this 
is not the case, the reader can only conclude from internal 
evidence that in The Mysterious Stranger Ma r k  Twain e x p e r i ­
mented, perhaps imperfectly, with narrative techniques 
which were to become standard tools of the t w e n t i e t h - c e n ­
tury novelist. Such an observation is useful to the student 
of American fiction who is in terested in the evolution of 
narrative form and to future estimates of Mark Twain's c o n ­
tribution to American l e t t e r s .
II
By creating a narr ative based on the lyrical point of 
view of a reflecting narrator, Mark Twain is able to e s t a b ­
lish a pattern of imagery designed to crit icize the a r t i f i ­
cial morals of the society and to suggest a more s a t i s f a c ­
tory set of ethical values for that society based on 
imaginative thought and feeling. Thus the techniques used 
to communicate the ideas and the gen eral plan of the n a r r a ­
tive combine to create Mark Twain's intended effect in The 
Mys terious S t r a n g e r .
Mark Twain's use of the reflecting and partic ipating 
protagonist in The Mysterious Stranger allows Satan to 
voice the concepts expressed in What Is M a n ? and other 
writings as the reflecting narrator, Theodor, demonstrates 
the effects of such training upon young Theodor who is a
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participant in the drama. Mark Twain apparently felt that 
the best way to convey his message was through the first 
person narrator. By establishing the narrative as a 
spiritual autobiography, he has young Th eodor embark on a 
journey to awareness, but under the narrative control of 
the reflecting, mature Theodor who selects significant d e ­
tails. Since the journey to awareness is a mental and 
emotional journey, the recounting of the quest ultimately  
becomes the expression of a pattern of ima g e s — metaphors of 
awareness--which describe the narrator's understanding of 
his own being.
At the end of The Mysterious S t r a n g e r , Satan and 
Theodor become one, and in the final lines young Theodor 
and the reflecting narrator's views are superimposed: "for
I knew, and realized, that all he had said was true" (405) . 
Once Theodor adopts the values expressed by Satan throughout 
the narrative, his view of himself and of the world, as it 
is reported to the reader by Theodor, the reflecting n a r r a ­
tor, is reliable and should be understood by the reader to 
be the norm of the novel, or what Booth calls "the superior 
reality given by the world of the book." In terms of n a r r a ­
tion, the breach between the boy and Satan is eliminated by 
the reflecting narrator who has selected this me taphoric 
method of de scribing his own growth to the reader.
Perhaps it is the failure to recognize the presence of 
the reflecting narrator that causes some readers not to
respond to Theodor's revelations at the end of the novel.
Like Montresor in Poe's "The Cask of Amontillado," The odor 
is the teller of the tale and a participant in it as well, 
but unlike Poe's Montresor or Ellison's persona in I n v i s i ­
ble M a n , Mark Twain's Theodor does not explicitly take the 
audience into his confidence. His purpose for telling the 
story is not clear to the reader and the rhe torical d i s ­
tance between the reader and the persona is not reduced 
significantly at any time in the narrative. Generally the 
reflecting narrator, Theodor, stands apart from both the 
reader and the actors in his emotional drama. He invites 
his audience to participate in a romantic fantasy {"It was 
in 15 9 0 - - w i n t e r . Austria was far away from the world and 
asleep") before he reveals his own narr ative position ("I 
remember it well, although I was only a boy"); then, for 
the most part, he allows the metaphoric episodes to develop 
his spiritual autobiography. Consequently, the reader may 
not distinguish bet ween Theodor, the p a r t i c i p a t i n g  character, 
and Theodor, the reflecting narrator, which would lead to 
confusion at the end of the narrative.
Although the technique is ambiguous, it is not nec- 
cessarily a weakness of the novel. As Booth says, one of 
the principal advantages of the unreliable narrator is 
that it may force the reader into the quest with the p r o t a g ­
onist; but the reader must be willing to accept such a 
"contract" with the writer, and the casual reader of The 
Mysterious Stranger is not forced into such an agreement,
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ostensibly because the new norm is not ac ceptable to him.
Gene rally it can be observed that the exposition of 
the novel comes from the consciousness of the mature, r e ­
flecting narrator who is relating the pattern of images 
which will ultimately describe his quest for understanding 
and convey Mark Twain's themes to the reader. Partic ipating 
Theodor, the young boy from Eseldorf who converses wit h 
Satan, is a character in reflecting T h e o d o r ’s met aphoric 
explanation of his own growing awareness of himself and of 
the nature of man. Thus, reflecting Theodor can report 
chronological events of his youth, and he can evaluate 
those events in terms of his growth of awareness. When 
Satan takes young Theodor on a fantastic journey to China, 
reflecting Theodor reports: "We sat upon a mountain c o m m a n d ­
ing a vast landscape of mountain-range and gorge and valley 
and plain and river, with cities and villages slumbering 
in the sunlight and a glimpse of blue sea on the farther 
verge." Then he reflects upon the scene: "It was a tranquil
and dreamy picture, beautiful to the eye and restful to the 
spirit." And finally Theodor, the n a r r a t o r - a r t i s t , plants 
a thematic seed that will not flourish until he has d e v e l ­
oped the rest of his drama: "If we could only make a change
like that whenever we wanted to, the world would be easier 
to live in than it is, for change of scene shifts the 
mind's burdens to the other shoulder and banishes old, 
shop-worn weariness from mind and body b o t h " (112). These
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are the words of reflecting Theodor, the per sona of The 
Mysterious S t r a n g e r , who will eventually reveal to the 
audience that this fantastic journey is possible for a n y ­
one who can "dream other dreams, and better." And, of 
course, the persona's observation is fundamental to the 
creativity of the artist who invents delightful scenes to 
convey his attitudes. Thus the episode is less important 
as an element of plot than it is as a m anifestation of the 
narrator's realization that imagination can free the i n ­
dividual from the dominating effects of habitat and a s s o c i ­
ation .
All of the episodes in "The Chronicle" and "No. 44" 
versions of The Mysterious Stranger are not as overtly 
metaphorical, of course; nevertheless, when they are 
examined as a sequence of image-scenes that represent the 
nature of the quest, it is apparent that each of the 
episodes is a supportive element of reflecting Theodor's 
spiritual self-portrait. And participating Theodor and his 
mysterious guide, Satan, are personae of reflecting T h e o ­
dor's narrative as he is the persona of Mark Twain's The 
Mys terious S t r a n g e r .
Seen from this point of view, the complexities of the 
narrative become much more meaningful. Mark Twain is, in 
effect, two speaking voices removed from Satan or 44 which 
suggests that by the 1 8 9 0 's the mysterious stranger 
character may have become a symbol of creative imagination
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for h i m . 9 Mentors such as Nigger Jim and Miles Hendon in 
the realistic novels become " i m p e r i s h a b l e s " in the later 
writings that deal more directly with Mark Twain's d e t e r ­
ministic philosophy; the man who upsets Hadl eyburg's c o m ­
fortable illusions of morality, Satan in The Mysterious 
Stranger and the mes s e n g e r  in "The War P r a y e r ” are all f a n ­
tastic guides to awareness. In some way each of these 
m ysterious strangers contributes to the unlearning of i n ­
herited opinions which is the foundation of Mark Twain's 
d efinition of education. In The Mysterious Stranger the 
mechanics of having a fictional persona invent an hi storical 
self who associates with a fantastic guide technically frees 
Mark Twain from accusations of overt personal intrusion 
into the narrative. Of course, Mark Twain has Satan speak 
in accordance with the principles of his " g o s p e l , ” What Is 
M a n ?, but the mysterious stranger's comments are delivered 
through the consciousness of the narrator of the novel. 
Moreover, Satan and Theodor speak and act in the con text of
g
Mark T w a i n -Howells L e t t e r s , II, p. 849: In this letter 
to Howells Mark Twain uses the term "stranger" to represent 
an ominous force of some kind, and from the context of the 
comment it is apparently a commonly used shor thand term in 
conversations with H o w e l l s .
A stranger came, half an hour ago. I do not 
quite make out what strangers are for. It 
would have been so much better for us all if 
this one had been caught by mistake 19 cen­
turies ago & crucified. . . .
That s t r a n g e r — but never mind, let him 
go,- he will die some day.
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a clearly established fictional environment.
Evidently Mark Twain was aware that his view of man 
and the universe would be unpalatable to most readers in 
the form it takes in What Is M a n ? and the d e t e rminism e x ­
pressed in his "gospel" does not provide for training m o t i ­
vated by the creative imagination of an individual of 
superior temperament. By the establishment of a fictional 
world in which The odor discovers himself with the help of a 
creature of his own imagination, Mark Twain extends his 
definition of "initiatory impulses" and provides a positive 
solution to the "shop-worn weariness" of an environment 
Theodor cannot accept. By extension of the conclusions of 
the narrative, he asserts that the role of the artist as 
"maker" of "Atlantics pou ring down out of the sky over 
cloud ranges" is an example of the imaginations triumph 
over external reality. Like Theodor, who is the imaginative 
maker of his spiritual autobiography, the artist provides 
an exciting better-than - t h e - o r i g i n a l  world for his reader 
as he provides him with initiatory impulses which will 
motivate him to strive for "higher ideals." In effect, both 
the reader and the writer are creators of their own worlds 
because of their creative imaginations.
Like modern novelists who succeed him, Mark Twain d e ­
pends upon the world of the book to establish order and 
delimitation in a world without viable, absolute values.
E. M. Forster's comment that "works of art are the only
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thing in the present world which contain order, imposed 
from within'**0 wo u l d  accurately describe the ultimate effect 
of Mark Twain's persona, Theodor, rearranging the events of 
his own psychic past to form a patterned structure that c o n ­
veys his growth of awareness to the reader. Hermann Hesse's 
combining of common reality and the surrealistic self in 
Steppenwolf illustrates techniques similar to those used by 
Mark Twain to convey to the reader Theodor's sense of f r a n ­
tic exploration and ultimate discovery.
For a symbolist like Ezra Pound the key to the ef f e c ­
tive communication in a world devoid of absolute values 
depends on the process of ideoplasty, "a process that takes 
place in the reader's mind where the poem's language gives 
rise to imagery that in turn creates for him an overall 
texture of meaning."** Pound's statement on the function 
of ideoplasty in his poetry and Freedman's statement that 
the lyrical novel is "a sequence of image-scenes that 
mirror the nature of the protagonist's quest and represent  
it symboli cally" seem to be congruous concepts. In each
instance, the pattern of imagery ultimately conveys meaning
as opposed to the use of imagery to reinforce narrative
intention, such as in the novels of D. H. Lawrence. The
ultim ate purpose of ideoplasty in Pound's works is to
*°E. M. Forster, "Art for Art's Sake," Two Cheers for 
Democracy (New York: Harcourt, Brace, 1938), p. 95
**Eva Hesse, et a l ., New Approaches to Pound (Berkeley: 
Univ. of California Press, 1969), p. 16.
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generate in the reader a concept of the society's all p e r ­
vasive forma or v i r t u , the ideal of the culture. (Pound's 
judgment that the virtu of a society has been lost would be 
roughly equivalent to T. S. Eliot's meaning of " d i ssocia­
tion of sensibility.") But because the elements of a 
society's virtu are often subtle and certainly multifarious, 
Pound found it necessary to employ ideoplasty, or what 
Joseph Frank calls "the principle of reflexive reference," 
to effectively communicate his artistic intentions; a 
pattern of imagery, developed over the course of many ca n ­
tos, eventually produces a texture of meaning if the reader 
suspends judgment until the entire pattern can be d i s ­
cerned. This is, in effect, the method of reading I have 
advocated for a clearer understanding of Mark Twain's The 
Mysterious S t r a n g e r .
However, the reading problems inherent in such a method 
can be seen in the various critical approaches to Pound's 
C a n t o s , and the major criticism of them that they are, at 
best, a loose grouping of unrelated poems. In The Barb of 
Time , Daniel Pearlman counters the critical judgment that 
the Cantos are without major form with his own thesis that 
"all the poem's themes relate to this fundamental conflict 
of time systems,"^-2 i.e., linear (historical) time versus 
cyclical (spatial) time; the tension produced by this con-
12
David Pearlman, The Barb of Time (New York: Oxford 
Univ. Press, 1969), p. 26.
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flict demonstrates "the u n folding of the human spirit in
13the medium of t i m e ." Pound's use of ideoplasty under 
these conditions should produce what he calls the "unifica­
tion of disparate ideas and emotions. . . presented
spatially in an instant of time. . . /to achieve/ that
sense of sudden liberation; that sense of freedom from time 
limits and space limits; that sense of sudden growth." If 
Pearlman has a viable thesis and if Pound employs ideoplasty 
to create a pattern of imagery which functions as a kind of 
social criticism of the society's v i r t u , then the reader 
should be able to discern the organic form of the C a n t o s , 
but the reader must accept Pound's method of reading and 
interpreting the work if he is to understand the poet's 
overall intention.
The reader must be willing to accept a similar contract
if he is going to sympathize with Mark Twain's intention in
The Mysterious S t r a n g e r ; " F a n t a s y , ” says E. M. Forster,
14"asks us to pay something extra." If my interpretation of 
the novel is correct, the significance of Satan's final 
revelation depends upon the reader's ability to bring all 
the image-scenes of Theodor's spiritual autobiography to 
bear on the revelation and, only then, to draw conclusions 
about the work as a whole.
^ P e a r l m a n ,  p. 17.
14 E. M. Forster, Aspects of the Novel (New York: Har- 
court, Brace, 1956), p. 109.
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In effect, Mark Twain is dema nding that the reader 
abandon, or at least suspend, his tradi tional views of the 
nature of man and society and accept the conditions im­
posed on him by the world of the novel. This intention 
would appear to be consistent with his comment to Howells in 
1899 that he was putting his "pot-boiler pen away"
. . . to write a book w ithout reserves--a
book which should take account of no one's 
feelings, and no one's prejudices, opinions, 
beliefs, hopes, illusions, delusions; a 
book which should say my say, right out of 
my heart, in the plainest language and w i t h ­
out a limitation of any sort. ^
Unlike the n i n e t eenth-century Victorian novel of ideas 
or the early twentieth-century novel of "sheer uplift and 
honest sentiment," The Mysterious Stranger is a novel of 
experience--a quest like The Adventures of Huckleberry F i n n ; 
but it is unlike Mark Twain's earlier novel in its methods 
of treating experience. In The My sterious Stranger e x t e r ­
nal reality disintegrates into a blur of unreliable values 
because of Satan's destructive lectures and his fantastic 
exploits through time and space. Only through the c o n s c i o u s ­
ness of the reflecting narrator is there at least a t e m p o ­
rary kind of reality imposed on the reader by the s t r u c t u r ­
ing device of Theodor's spiritual autobiography. Thus 
Theodor, as Mark Twain's per sona in the novel, becomes the 
maker of reality in the book. As a participant in the novel 
of experience, young Theodor becomes aware of those influ­
 ^^ Mark Twain *s L e t t e r s , II, p . 681.
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ences in the past which produced him and the resources of 
imagi nation that may determine his future development, 
thereby discovering in himself the potential to restructure 
his life; he becomes a fluid, but specific manifestation 
of "a vagrant thought." Thus the thematic solipsism of 
The Mysterious Stranger and the pat tern of imagery s t r u c ­
ture of the novel both derive from Mark Twain's view that 
improvement in a deterministic universe depends upon the 
individual's ability to see beyond objective reality to a 
more ideal condition.
Thematically, it is this reliance on the individual's
V
intuitive "feeling out" of truth that links The Mysterious 
Stranger with many modern novels. Reason produces bigger 
and more sophisticated machines but it cannot fathom the 
depths of the subconscious or explain the existence of 
archetypal patterns; the rational mind is capable of o b s e r v ­
ing the mult i f a c e t e d  world, but the intuition is capable of 
perceiving an all-pervasive, coherent order; therefore, 
each man becomes an artist, of sorts, who imposes a personal 
order upon the disorganized experiences of his life and 
creates his own vision of univ ersal coherence. Each 
novelist develops this theme in his own way, of course, 
according to his personal vision, but they all have common 
traits that can be isolated and compared. In each case the 
established order of the society is shown to be untenable; 
in each case the individual searches in vain for a rational
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answer to his questions; and ul timately the individual d i s ­
covers a satisfactory vision through some kind of intuitive  
response to his situation. What distinguishes novels like 
The My sterious S t r a n g e r , Steppenwolf and The Magus from 
other quest novels is their reliance upon fantasy as an 
organizing principle in both theme and structure.
Through fantasy each of the searching heroes begins to 
understand his own situation and his relationship with the 
rest of ma n k i n d  and the universe. After his journey 
through Pablo's "Magic Theatre" and his subsequent "trial" 
in which he is condemned to life and advised to learn "the 
humor of life, its g a l l o w s - h u m o r ," Haller, the hero of 
H e s s e ’s S t e p p e n w o l f , vows to "traverse not once more, but
often the hell of /his/ inner b e i n g ” and search out the
16meaning of his life; The odor makes a similar commitment
at the end of The Mysterious Stranger when he recognizes
the need to "dream other dreams, and better." Conchi, the
magic ian in F o w l e s ' The M a g u s , attempts to show Nicholas the
value of imagination through his "godgame." When C o n c h i 1s
accomplice, Lily, explains that in the godgame "there are
17no gods. And it is not a game," Fowles emphasizes the 
inherent difficulties of unravelling the paradoxes of life 
without some kind of intuitive feeling for man's place in
^ H e r m a n n  Hesse, Steppenwolf (New York: Holt, Rinehart 
and Winston, 1965), pp. 216, 218.
17 John Fowles, The Magus (New York: Dell Publishing 
Co. , 1965) , p . 575 .
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the universe. Like the magician, Satan shows Theodor 
ordinary events in Eseldorf but from another, less socially 
inhibited, point of view, and he introduces the young boy 
to the exciting world of the imagination where time and 
space are subordinate to phe n o m e n a  of the mind.
In these and many ot her novels, the artist focuses on
imagery which suggests the complexity of man's existence
and renews the reader's per c e p t i o n  of the paradoxes inherent
in modern life. This kind of abstraction, employing one
thing to represent man y specific things, differs from
realistic writing in the way in which the artist selects
specific detail. Anais Nin, whose novels are also designed
to exploit paradox and fantasy, says:
when I leave out doors opening and closing, 
cars arriving and leaving, refrig erators 
being opened and drinks served, chairs 
creaking and curtains parting, it is to 
pursue and focus on something else, some 
new facet of relationship, some new angle 
or point of view. . . .
A con c e n t r a t e d  lighting thrown on a 
few critical or intense moments will i l l u ­
mine and reveal more than a hu ndred details 
which dull our keeness, weary our vision.
To reveal the elusive inner structure one 
has to travel light and f a s t .^
In most cases all of these selections of detail lead not to 
direct statement but to imagery or specific symbols which, 
in their turn, express the writer's me aning by indirection 
because m etaphor is the passageway to the unconscious, and
lyAnais Nin, The Novel of the Future (New York: Mac- 
millian Co., 1968), pp. 25-26.
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it is in this indeterminant zone that feeling may be ef f e c ­
tively communicated to the reader through f a n t a s y . 19
Mark T w a i n ’s p r e o c c upation with dreams, ideas and
images in the unconscious mind, is an important tool for the 
writer who is attempting to evoke intuitive responses in his 
audience. The significance of the narrative is not derived 
from its literal statements but from pote ntial associations 
made by the reader in respo nse to the pattern of imagery.
E. M. Forster's famous command to "only connect" is an 
essential el ement of The Mysterious S t r a n g e r 1s theme. If 
the reader can connect Theodor's wildly exciting imaginative 
exploration of self to his and his society's m aterialistic 
floundering, he may understand the importance of feeling in 
a world overly concerned with technology. By relating 
Satan's revelations of the inhumanity of Theodor's society 
to similar inhumanity in the contemporary society, the 
reader may understand the importance of individual responses 
to the suffering of other living things. But to make these 
connections, the reader must surrender some part of himself 
to feeling. If the reader does not empathize, the world of 
the fantasy cannot effectively influence the reader. Satan 
can only exist in Theodor's imagination, and the sigificance 
of Theodor's narrative can only exist in the reader's imagi- 
nat ion .
l9C. C. Jung, The Spirit in M a n , A r t , and L i t e r a t u r e , 
ed . William McGuire, e t . al (Princeton: Frinceton Univ.
Press, 116 0), pp. 80-81, 104-105.
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III
Ultimately the approach to The Mysterious Stranger 
made in this study depends upon an understanding of Mark 
Twain's intention as a creative writ er at a particular time 
in American and literary history. Although he rejects the 
popular belief in the Moral Sense, Mark Twain does not r e ­
ject idealism. He replaces what he considers to be an 
artificial and worn-out morality with a belief in intuition 
as a more valuable guide to unde r s t a n d i n g  the self. For 
Mark Twain, morality is an essential element of c i v i l i z a ­
tion; he says, "it is better to have bad morals than none 
0at all."*' But as a moralist and as a writer he spent much 
of his life attempting to upgrade the morality of his 
society. Like so many writers before and after him, Mark 
Twain saw the irreparable damage that acting without think­
ing and thinking without feeling had done to humanity. His 
later essays and stories are devoted almost exclusively to 
instances of modern industrial man's inhumanity to his 
fellow man in the name of progress and social t h e o r y . I n  
the final analysis Mark Twain's The Mys te rious S t r a n g e r must 
be seen not only in the context of nineteenth-century
20Mark T w a i n 's N o t e b o o k , p. 237.
21See, for example, "As Regards Patriotism," "Bible 
Teaching and Religious Practice," "The Dervish and the O f ­
fensive SI ranger," "The United States of L y n c h e r d o m ," "A 
Word of KiK'our.Hjemcnt for Our Blushing Uxilos," "[,'llummo 
yui Kit," "Al folnnd (flnivcl ization) "The Secret of Hddy- 
pu s . "
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American literature but as a m a n i f e s t a t i o n  of Mark Twain's 
concept of the nature of man. He was aware of the p r e v a ­
lent assumptions of the culture, and he obviously based 
many of his opinions upon his observations of Americans and 
their technological society.
Ac c ording to R. W. B. Lewis, nineteenth-century A m e r i ­
can men of letters were m o t ivated by their belief in an 
emerging American myth. The char acter of the myth was s u g ­
gested "by the image of a radically new personality,"
the hero of a new adventure: an individual 
emancipated from history, happily bereft 
of ancestry, untouched and unde filed by the 
usual inheritances of family and race; an 
individual standing alone, self-reliant and 
self-propelling, ready to confront whatever 
awaited him with the aid of his own unique 
and inherent resources. It was not s u r p r i s ­
ing, in a B ible-reading generation, that the 
new hero (in praise or disapproval) was most 
easily identified with Adam before the F a l l . 22
But counterposed to this vision of the ideal American hero 
were visions of man derived from Calvinism. American 
writers sensed the tragic cons equences of building a c u l ­
ture on a vision of the American as an innocent, and the 
ambivalence of their literature reflects the tension b e ­
tween their idealism and their sense of history.
Leo Marx contends that the primary tension in American 
letters has been the at traction of a pastoral design and 
the counterforce of "an encroaching world of power and com-
n n
R.W.B. Lewis, The American Adam (Chicago: Univ. of
Chicago, 1955) , p. 5.
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plexity or, in a word, . . . history." In its more c o m ­
plex state, this tension is best represented as an image of 
internal conflict between the individual's sense of idyllic
satisfaction and his recognition of the disturbing intru-
2 3sion of the machine, representing objective reality.
Jay Martin maintains that the period between the Civil 
War and World War I is "particularly rich with related- 
n e s s - - a s s u m e d , felt, and ac tual--among people, ideas, c o n ­
victions, and the institutions of society." In his ex a m ­
ination of those technological, economic and social te n d e n ­
cies which helped to bring the nation together after the 
Civil War, Martin notes that the national literature, s e e k ­
ing to reflect the sensibilities of American society, 
paradoxically arrived at unity through patterns of conflict 
and contrast. Martin sees in Henry James' later works the 
successful artistic reunification of the multiplicities of 
the age . He says ,
At his crisis in the late ' 9 0 ’s, he had
identified the situations of his heroes
with that of the artist, tainted by and
driven out of society. But as he now felt
himself, in all the royal panoply of his
art, to have been 'claimed' by society, so
he was able, first in The Golden B o w l , and
afterward. . . to bring that art to the ser-
2 4vice of society.
23
Leo Marx, The Machine in the Garden (New York: O x ­
ford Univ. Press, 1967), p. 24.
24
Jay Martin, Harvest o f C h a n g e : American Li tera t u r e , 
1865-1914 (Englewood Cliffs, N.J.: P r e n t i c e - H a l 1 , Inc., 
1967), pp. i, 25-27, 31, 359.
104
Howard Mumford Jones says that energy, in technology, 
in personality, and in words, characterizes the d e v e l o p ­
ment of nineteenth-century A m erican society--a soceity 
which is dominated by a tension between unity and m u l t i p l i ­
city. According to Jones, "One can say without being p a r a ­
doxical that the vision of Jo h n  D. Rockefeller, Sr.,
paralleled the vision of Walt W h i tman--a picture of a
2 5happy, wasteless, and p l e ntiful society."
In his study of the American temperament at the turn 
of the century, Henry F. May isolates three central p r e ­
cepts of n i n e t eenth-century American civilization that i n ­
dicate its standards: the u n i v e rsality of moral values, the
inevitability of progress, and the importance of traditional 
literary culture.
Although Darwin's evo lutionary theories had a d i s ­
ruptive effect upon tradi tional religion, May contends that 
the society's basic confidence in man's innate moral sense 
provided an adequate basis for nineteent h - c e n t u r y  American 
idealism. This basic optimism, coupled with the concept of 
moral evolution, produced a brand of American religion co m ­
monly known as the "Social Gospel," which supported the 
doctrine that man should not only seek salv ation in Heaven, 
but he should also find happiness on earth. May suggests 
that the admixture of the concept of evolution with the
2 5
Howard Mum ford Jones, The Age of E n e r g y : Varieties 
of American E x p e r i e n c e , 1865-1915 (New York: The Viking 
Press, 1970), pp. xiii, 105.
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ideas of Herbert Spencer produced systems of thought that 
literally deified evolution as process. He says, "A number 
of Americans like John Fiske, greatly in creasing the theis- 
tic and optimistic component in Spencer's system /the laws 
of steady progression from the incoherent to the coherent/, 
made it /evolution/ a new version of the unfo lding of moral 
2 ^
law." However, most Americans, at the turn of the c e n ­
tury, simply assumed the m o rality of the universe without 
such elaborate theories, and these people formed the 
majority of "practical idealists" in America. "Experience,
not finespun theory, was the best proof that the universe 
2 7was moral" and Americans trusted their observations of 
progress in all fields as evide nce of corresponding moral 
progress .
The majority of Americans, according to May's analysis,
believed that the world was constantly improvin g--both
ma terially and spiritually. Inequities in society "were
the product, not of any innate evil either in human nature
2 0or modern society, but of the corrupt power of a few."
During this Progressive Era, May says, the major ity wanted 
to make basic changes in the society because they were c o n ­
fident that their mis sion was absolutely just and thoroughly
Henry P. May, The End of American Innocence {New 
York: Alfred A. Knopf, 1959), p. 12.
2 7M a y , p. 19.
2 8M a y , p . 2 3.
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democratic. It was a time when "eternal morality and
2 9progress seemed to be joined together."
"The third article of the standard American credo," 
was a belief in culture: "a particular part of the heritage
from the European past, including polite manners, respect 
for traditional learning, appreciation of the arts, and 
above all an informed and devoted love of standard li t e r ­
ature. Standard usually meant B r i t i s h . " 30 The custodians 
of culture espou sed various programs for collecting and 
disseminating what they considered to be worthy art. Some 
were followers of Mat thew Arnold's means to culture, others 
went to Ruskin as a guide, but all had to cope with their 
nation's obvious lack of homogeneous tradition upon which 
the American culture could be built. Franklin, Emerson, 
Hawthorne, Poe, Whitman, Twain and others were a c k n o w ­
ledged to be among the best American writers, but Howell's 
novels and "the novel of sheer uplift and honest sentiment 
/Churchill's The Inside of the C u p , for instance/ /were/ 
perhaps dominant in the market by 1912. "3^ May says n a t u ­
ralism and deca dence wer e considered to be uncomf ortably 
revolutionary, and yet "the sentimental vulgarization of 
conventional values" was not adequate either. Consequently, 
May feels the dinner in honor of William Dean Howells in
29
May, p. 29.
30May, p. 30.
3 3May , p . 49 .
1912, attended by President Taft and the cream of the c u l ­
tural crop, was the m a n i f e s t a t i o n  of America's support of 
the ideal man of letters. "The dinner," says May, "was
really a testimonial to the unity, excellence, and con-
32
txnuity of A merican nineteenth - c e n t u r y  civilization."
E ssentially Mark Twain's view of man differs from what 
May contends was the American norm of self- satisfied c o m ­
placency in one particular respect: for Mark Twain the 
moral sense was a curse on mankind. According to the Old 
Man in Wha t Is M a n ? , man has no "intuitive perception of 
good and evil"; he receives these notions from outside in ­
fluences-- training and associations in an environment that
3 3supports the idea of an innate moral sense. Satan m a i n ­
tains that the moral sense "degrades /man/ to the bottom 
layer of animated beings and is a shameful p o s s e s s i o n " (73) 
because it requires that man exercise freedom of will w i t h ­
out acknowledging that it is man's nature to seek self- 
satisfaction; thus, in Christian doctr ine man is blamed 
for his choices instead of blaming the outside inf l u e n c e —  
ostensibly God, the artisan of man's temperament. In a 
letter to his friend. Reverend Twichell, in 1902, Mark Twain 
explicitly compares his analysis of man's nature to 
Jonathan Edwards' view in Freedom of the Will:
32
M a y , p . 6.
33
What Is Man?, p. 3(>2 .
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Jonathan seems to hold (as against the 
Arminian position) that the Man (or his 
Soul or his Will) never creates an i m ­
pulse itself, but is moved to action by 
an impulse bac k of it. That's sound!
Also that of two or more things 
offered it, it infallibly chooses the one 
which for the mo m e n t  is most pleasing to 
ITSELF. Perfectly Correct! An immense a d ­
mission for a man not o t h erwise sane.
Up to that point he could have written 
Chapters III and IV of my suppressed "Gos­
pel." But there we seem to separate. He 
seems to concede the indisputable and un- 
shakeable dominion of Motive and Necessity 
(call them what he may, these are exterior 
forces and not under the man's authority, 
guidance or even s u g g e s t i o n )--then he s u d ­
denly flies the logic track and. . . makes
the man and not these exterior forces r e ­
sponsible to God for man's thoughts, words 
and acts. It is frank insanity.
I think that when he concedes the a u t o ­
matic dominion of Motive and Necessity he 
grants a third position of m i n e--that a 
man's mind is a mere m a c h i n e — an automatic 
m a c h i n e - - w h i c h  is handled entirely from the 
outside . . . .
After that concession, it was time for 
him to get alarmed and s h i r k --for he was 
pointing straight for the only rational and 
possible next - s t a t i o n  on that piece of road: 
the irresponsibility of man to God.^
Mark Twain does not accept the concept of innate mora 
sense as a positive influence on the moral evolution of 
civilization, nor does he accept the premises of C h r i s ­
tianity; instead, he bases his idealism on the general 
curative powers of effective training of the individual up 
ward, toward higher ideals. And he sees it as the duty of 
all moralists to provide positive outside influences of 
that kind for the society. Given the pre mise that man is
■^Mark Twain's Letters, II, p. 720.
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a mechanism "which is handled entirely from the o u t s i d e " it
follows that measurable advances in morality can be achieved
by following the Old Man's admonition:
Diligently train your ideals upward and 
still upward toward a summit where you will 
find your chiefest pleas ure in conduct 
which, while contenting you, will be sure 
to confer benefits upon your neighbor and 
the c o m m u n i t y . ^
Moreover, with the proper influencing of the individual, 
this higher ideal may become a conditioned response in all 
men (a replacement petrified thought for the innate Moral 
Sense). "Dri l l - - d r i l l - - d r i l l ," says Mark Twain, "that is 
the precious thing. For, from drill comes the automatic, 
and few things in this world are well done until they can 
do t h e m s e l v e s ."36
Thus it must be said that Mark Twain is both typical 
and atypical of the American temperament described by May 
in Part One of his The End of American Innocence . While 
he did not agree with his contemporaries on the nature of 
man, he was optimistic about the potential for progress in 
the civilisation if there were sufficient moralists to p r o ­
vide the kind of outside influence Satan provided to young 
Theodor in The My sterious S t r a n g e r and if there were more 
young men with Theodor's imaginative powers. "No man," he 
says, "is born either pessimist wholly or optimist wholly 
; he is pessimist along certain linos and optimist
35What Ts M a n ? , p. 367.
3(,Mark T w a i n ' s  N o t e book , p. ?. It .
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along certain others. That is my c a s e v " ^  Unfortunately  
the major ity guards its artificial m o r a l s - - "morals created 
and preserved by the forced suppression of natural and
*3 Q
hellish instincts," says Mark Twain. With narrative such 
as The Mysterious Stranger and o t h e r s , he hoped to debunk 
mankind's artificial morals and establish in their stead 
positive initiatory impulses aimed at reinforcing i m a g i n a ­
tive thought .
Ul timately what Mark Twain is attacking in The M y s ­
terious Stranger is the d e humanization of society. The 
French factory The odor visits during a fantastic journey 
with Satan is odious because the owner is more concerned 
with the mach inery than with the human workers. Father 
Adolf's concern for the institutions and superstitions 
related to medieval Christianity rather than the spiritual 
well being of his parishioners is as inhumane as the fac­
tory owner's cruelty. And Theo dor's concern for his group 
image at the public stoning is a similar instance of m a n ’s 
loss of feeling for his fellow man. Dehumanization is the 
ill; technology, religion, group-thought are only m a n i f e s ­
tations of the illness which is ultimately caused by man's 
inability to sympathize with other men and his failure to 
understand the deterministic influences which have made 
him what he is. In all cases the dignity of the individual
 ^^ Mark Twain ' s Letters , II, p. 785.
^ M a r k  Twain * s Letters, II, pp. 804-805.
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is sacr ified to the group objective, but Mark Twain knows 
that individual change is impossible wit hout positive o u t ­
side influences because each m a n - machine seeks painless 
security in accordance with his heredity and his training. 
The meaning of The Mysterious Stranger is not that society 
is ill and must be destroyed for its own sake. Through this 
lyrical narrative Mark Twain main tains that, above all, the 
s o c i e t y - g o o d  or bad--exists; it is the essential d e t e r m i ­
nant in a mechanistic system and its effects on the i n d i ­
vidual must be acknowledge. However, the individual can 
improve if he receives positive, outside initiatory i m ­
pulses. But these are soc iological considerations. The 
Mysterious Stranger is far more concerned with the i n d i ­
vidual's quest in a deterministic environment. It is T h e o ­
dor's state of mind that is important in the narrative, 
not the condition of society in Eseldorf, and in this r e ­
spect the novel's thrust is more universal: the importance
of imagination for the individual who is aware of the d e t e r ­
minants of society and is seeking a meaningful personal 
vis i o n .
Based on Mark Twain's way of "seeing and feeling the
total push and pressure of the cosmos" (William James dofin-
3 yition of philosophy) The Mysterious S t ranger is certainly 
not nihilistic; indeed, it is only pessimistic when it is
39 .
William James, Pragmatism (New York: Longmans, Green 
& Co ., 1959), p. 4.
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considered from a Christian point of view. Mark Twain does 
not condemn the society for being what the grand artisan of 
the universe designed it to be; he only suggests through 
Satan and 44 in the my sterious stranger narratives and 
through the Old Man in What Is M a n ? that the quality of the 
determined m a n - m a c h i n e  may be improved with diligent tr a i n ­
ing upward toward a higher goal. The solipsistic quality 
of the final chapter provides a r ecommendation to the 
individual man who sees and understands the deterministic 
character of the society. Thr ough imagination and dreams, 
Mark Twain suggests that the individual can experience more 
in life than external reality and, as Satan intimates to 
Theodor, this kind of pursuit will bear fruit for future 
generations of men, ostensibly in the form of more ingenious 
initiatory impulses for his fellow villagers.
The dream qua lity essential to the theme of the novel 
is also essential to its form. Like either a sleeping or 
a waking dream, The My sterious S t r a n g e r : A Romance inten­
tionally seeks abstraction and release from a sense of 
reality. By employing the "baseless f a b r i c ” of fantasy 
rather than the everyday details of objective reality, Mark 
Twain emphasizes the importance of imagination for both 
Theodor and the reader. Louis D. Rubin, Jr. observes that 
in The Adventures of Tom Sawyer Mark Twain ends his n a r r a ­
tive at a point where the imaginative Tom can still see the 
world according to his youthful, imaginative conception of
it: "Tom Sawyer adjusts the conditions of life to suit his*
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tastes. He looks on the world not as a settled, fixed
40community but as a place of boundless possibilities."
At the end of The Mysterious S t r a n g e r , Mark Twain is saying 
that the boy's imagination, profitably employed, can be 
useful to the man as he stru ggles toward a personal vision 
in a deterministic world. The p r incipal difference between 
Mark Twain's first and last novel is the method of c o m ­
municating the importance of imagination to the audience.
By the late 1890's Mark Twain had adopted narrative 
techniques which liberated both the artist and the audience 
from utter dependence upon the material world for ways of 
conveying and u n d e r standing ideas and values. This m o v e ­
ment away from n i n e t e e n t h - c e n t u r y  A m erican Realism allowed 
Mark Twain to explore character and mankind in a different 
way from his contemporaries. Roger Salomon states that 
nineteent h - c e n t u r y  Realism, with its dependence on the e m ­
pirical, technical present, deprives the artist of the
human values and the artis tic forms a s s ociated with the past. 
He says, "Realism denies the continuum of time as a m e a n ­
ingful dimension of ex perience because time cannot be seen 
or touched--the ultimate empi rical criteria." Through te c h ­
niques similar to those Freedman establishes as c h a r a c t e r i s ­
tic of the lyrical novel, Mark Twain extended the potential 
of the nineteenth-century American novel beyond Howells'
^ L o u i s  D. Rubin, Jr., The Curious Death of the Novel 
(Baton Rouge: Louisiana State Univ. PreslT] 1969)", p . 96.
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estimate that "the best fiction. . . approaches c o n t e m -
41poraneous history" toward the kind of p o s t - i m p r e s s i o n i s ­
tic s u b j e c t i v i s m  V i rginia Woolf h e ralded in her 1924 "C har­
acter in Fiction" as the beginning of one of the greatest  
ages of English l i t e r a t u r e . ^
May's opi nion that Howells sy mbolizes the ideal n i n e ­
t e e n t h -century American man of letters is significant b e ­
cause his r e p r e s entation of the American man is his fiction 
and his own vision of the world were c o n s istent with the 
prevalent assumptions of the culture. Salomon says, 
"Howells abandoned the past and worked toward an art that
made a temple of reflecting the surface of contemporary
4 3American life." By concentrating on the essence of the
of the hero's intuitive responses rath er than on the f a i t h ­
ful representation of objective reality and by employing 
lyrical techniques which lead to the hero's uniting of 
p a s t - p r e s e n t - f u t u r e  in s e l f - p o r t r a i t u r e , Mark Twain 
achieves a workable relation between history and the d i s ­
continuity of the n i n e t e e n t h - c e n t u r y  assumptions about 
moral and social evolution.
4 1Roger B. Salomon, "Realism as Disinheritance: Twain, 
Howells and James," Ame r i c a n  Q u a r t e r l y , 16 (winter, 1964) ,
pp . 5 31-533 .
4 2Virginia Woolf, "Character in Fict ion," The C r i t e r i o n , 
2, No. 8 (July, 1924), p. 430.
4 3S a l o m o n  , p . 541 .
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Fortified with a strong sense of the past, Mar k Twain
comes "face to face with the enduring spectacle of human 
44nature" which permits the themes of The Mys terious S t r a n ­
ger to be more universal than the themes of narratives that 
are rigidly tied to the moral and intellectual assumptions 
of the here and now. Mark Twain's posthumously published 
The Mysterious S t r a n g e r : A Romance and the last, but u n p u b ­
lished, "No. 44" ver sion point toward modern novelists' 
concerns with machine-age man's p r e o c c upation with things 
and the "dissociation of sensibility" which results. M o r e ­
over, his intuitive understanding of the importance of d e ­
picting the alien protagonist adrift in the chaos of a 
nominalistic universe seems to have p rompted his selection 
of a narrative form which freed him from the role of the 
realistic reporter and allowed him to represent his vision 
of the human condition poetically.
In a passage from A Foregone Co nclusion Howells ' r e p r e ­
sentative American innocent, Ferris, expresses his distaste 
for the passionate, but somber, display of a Corpus Christi 
procession in Venice. Ferris says,
There's something extremely me lancholy to 
me in all this. I don't care so much for 
what one may call the deplorable super- 
stitution expressed in the spectacle, but 
the mere splendid sight and the music are 
enough to make one shed tears. . . . It's
phantasmal. It's the spectral resurrection 
of the old dead forms into the present. It's
44 S a l o m o n , p . 5 39.
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not even the ghost, it's the corpse of 
other ages that's haunting Venice. The 
city ought to have been destroyed by 
Napoleon when he destroyed the Republic 
. . . . There is no land like America
for true cheerfulness and l i g h t - h e a r t e d ­
ness. Think of our Fourth of Julys and 
our State F a i r s . 45
Here W illiam Dean Howells character expresses support for 
the pop ular values of the society and denounces the 
qualities which are the foundation of The Mysterious S t r a n ­
ger . Ferris rejects the spectacle on the grounds that it 
is overly emotional, deeply committed to the past, and 
fantastic. He prefers the uncomplicated, carnival a t m o ­
sphere of American celebrations. Aesthetically and p h i l o ­
sophically, Howells' character represents the American p r a c t i ­
cal idealist who refuses "to acknowledge any distinction
4 6between art and life." For him the values of the past 
have no relationship with the pre sent and the future is 
filled with a vague promise of unlimited possibility.
Mark Twain's The Mysterious Stranger can be compared 
to the Corpus Christi procession Ferris is criticizing.
Its very existence depends upon the artists ' and the indi­
viduals ' capacity for creative imagination. The desired 
effect can only be illicited through fantasy, and the p u r ­
pose of the work is to bring the hero and the reader "face 
to face with the enduring spectacle of human nature."
4 5William Dean Howells, A Foregone Conclusion (New 
York: Houghton Mifflin, Co., 1874), pp. 163-164.
4 6..,. r i  -7b a l o m o n , p . 5 3 7 .
It is ironic that Howells and Mark Twain exemplify 
the pa radox in A m erican letters mentioned by Lewis, Marx, 
Martin and Jones earlier in this discussion. They were not 
only close friends, but their letters indicate that they 
had a profound respect for each other's art and philosophy. 
Yet through Ferris, Howells celebrates American innocence 
and the precepts May says are representative of nineteenth- 
century American civilization. And through Theodor, Mark 
Twain suggests "initiatory impulses" which will help to 
train the individual upward, toward higher ideals. The 
apparent inability of the two artists to recognize the 
abiding struggle within themselves to cele brate the ideal 
(but in different ways) suggests that neither of them had 
mastered the technical problems which would allow them to 
deal effectively with the paradox. Howells holds t e n a ­
ciously to the task of creating fiction which "approaches 
c ontemporaneous history," and, at best, his themes i l l u s ­
trate the struggle of a particular individual in a p a r t i c u ­
lar environment. Through fantasy and lyrical techniques 
in The Mysterious S t r a n g e r , Mark Tw ain at least achieves a 
greater universality of theme.
Referring to Henry James' comments on the total vision 
of the artist in the Preface to Roderick H u d s o n , Roger 
Salomon says, "The artist's consciousness, in other words-- 
standing outside each individual work but ultimately the 
greatest 'character* in one supreme fiction--achieves a 
final order and coherence by giving to the temporal mani-
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festations of this co nsciousness a ‘l i v i n g 1 immediacy and 
47relevance." A lthough he did not approach his fiction as 
systematically as Henry James, Mark Twain may have a p ­
proached order and coherence in his art through personae. 
The mask is cert ainly impo rtant in The Mysterious S t r a n g e r , 
and, as I have intimated, there may be a great deal more 
to be said about the function of the mask in such works as 
Connecticut Y a n k e e , Joan of A r c , Huckleberry F i n n , and the 
A u t o b i o g r a p h y . Perhaps a study of Mark Twa in's personae, 
particularly in first-person narratives, will reveal a 
series of reflecting narrators for whom the patterns of the 
narratives represent individual efforts to reconcile the 
paradoxes of the American ethos. If so, a clearer u n d e r ­
standing of the various narr ative forms Mark Twain used in 
these works may reveal a coherent system of aesthetics in 
Mark Twain's novels.
 ^^  :!«i I oinon , ji. ‘>4 1.
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A P PENDIX I
THE PROBLEM OF TEXT
Ordinarily, the selection of a definitive text for 
critical analysis is a straighforward process; however, in 
the case of The Mysterious Stranger the problems of c h o o s ­
ing a text are manifold. Since the novel was published 
posthumously, there can,of course, be no "approved text," 
but with the excellent textual scholarship performed by 
John Tuckey and Wil liam Gibson it becomes apparent that 
there is not even a complete text. Acco rding to Gibson, 
"Mark Twain's The Mysterious S t r a n g e r : A R o m a n c e , as p u b ­
lished in 1916 and repr inted since that date, is an e d i ­
torial fraud perpetrated by Twain's official biographer 
and literary executor, Albe rt Bigelow Paine, and Frederick
A. Duneka of Harper & Brothers p u b lishing company."1
There are three extant, but incomplete, versions of 
The Mysterious S t r a n g e r . The major portion of the p u b ­
lished novel is derived from the first version, except for 
the enigmatic conclusion which was intended as the ending 
for the third version of the narrative. Not only did
"*"Mark Twain, The Mys ter ious Stranger, ed. and intro. 
William M. Gibson (Berkeley: Univ. of California Press,
1970), p. 1.
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Paine adapt the third version ending to the first version 
of the story, he also cut or altered the story in several 
w a y s . Gibson says Paine "borrowed the character of the 
astrologer from the third man u s c r i p t  and attributed to him 
the grosser acts and speeches of a priest. Then he grafted  
the final chapter of the third man u s c r i p t  to the b r o ken-off  
first manuscript version by cutting half a chapter, c o m ­
posing a paragraph of bridgework, and altering characters' 
names." As evidence for his contention Gibson notes that 
in the final chapter manuscript, Paine m e t h o dically c a n ­
celled the names "August" and "44," the names of the 
characters in the third version > and substituted the
2
corresponding first-version names "Theodor" and "Satan."
In addition Paine and Duneka del eted passages which they 
believed would offend Catholics, Presbyterians and other 
reli gious sects. While he admits that "certain 'dream- 
marks ' do suggest a drea m - c o n c l u s i o n "  for the first v ersion  
of The Mysterious S t r a n g e r , Gibson says, "the major and 
inescapable charge in the indictment of Paine as editor of 
The Mysterious Stranger stands--he secretly tried to fill 
Mark Twain's shoes and he tampered with the faith of Mark 
Twain's readers."-3 Thus, what the reading publ ic knows as 
The Mysterious Stranger is, at best, a man u f a c t u r e d  and 
bowdlerized version of a narrative Mark Twain never got
Gibson, p . 2-3.
■^Gibson , p . 3 .
128
around to finishing.
The earliest version of The My sterious S t r a n g e r , e n ­
titled "The Chronicle of Young Satan" (423 man u s c r i p t  p a g e s ) ,
4
was composed between N o vember 1897 and September 1900.
The setting is Eseldorf, 1702, and the text is substantially 
that of chapters one through ten of the published novel,
The Mys terious S t r a n g e r . According to Gibson the central 
episodes of the Father Peter plot were composed in 1897- 
1898. In 1899-1900 Mark Twain filled out the structure with 
the well-known series of inhuman tortures of children and 
old women, Satan's lectures on the Moral Sense and the 
theraputic value of laughter, and episodes condemning papal
5
doctrine and British imperialism.
In the second version, "Schoolhouse Hill," Mark Twain 
set "The Chronicle" aside and composed 16,000 words of a 
new version intended to be more comical in which Satan, now 
called 44, exhibits his supernatural powers to Huck and Tom 
and their St. Petersburg schoolmates. He worked on 
"Schoolhouse Hill" in N o vember and December of 1898. "Why 
Mark Twain let this story lapse after a moderately p r o m i s ­
ing beginning when he had dozens of ideas for continuing it 
is problematical," says Gibson.
Perhaps certain inherent contradictions 
within the character of 44 and in his p r o ­
jected actions proved too great for Twain
^Tuckey, L ittle S a t a n , pp. 38-39.
JGibson, pp. 9-7.
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to resolve. Apparently he wanted to mak e 
his stranger both a boy and an angel, both 
a companion to Tom and Huck and a Prome- 
theus-figure who was to enlighten the 
citizens of St. Pe tersburg concerning the 
damnable Moral Sense. The strain of this 
double purpose, only a little evident in 
"Chronicle," appears more clearly h e r e . 5
It is, perhaps, more significant that "Schoolhouse Hill" is 
the only version that attempts to present the narr ative in 
the third-person. In both "The Chronicle" and the third 
version Mark Twain employs the first-person, limited point  
of view which allows the reader to see Satan or 44 through 
the consciousness of an intelligent but ignorant youth 
similar to Huck Finn. Consequently the "double purpose" 
ment ioned by Gibson is more effectively integrated into the 
developing awareness of the young narrators of the first 
and third versions.
The third version, "No. 44, The Mysterious Stranger" 
or "Print Shop" (530 manuscript pages between 1902-1904), 
is set in Austria, 1490. Although he borrows Chapter 1 
from the "Chronicle" version, the conversion is imperfect, 
suggesting to Gibson that Mark Twain probably intended 
further revisions of the materials of Chapter 1 during 
future poli shing of the n a r r a t i v e . 7 The plot of "No. 44" 
is completely different than "The Ch ronicle" or " School­
house Hill." In this version the my sterious stranger is a
^Gibson , p . 7 .
7
Gibson, p. 9.
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printer's devil, ir onically enough, and the narrator,
August Peldner, is a young ap prentice who befriends him.
Like Satan and 44 in the previous versions, 44 astounds 
everyone with his supernatural antics (at one point he 
creates Duplicates of the journeyman printers, who have gone 
on strike, so that Master Stein can complete a Bible p u b ­
lishing job) .
The second-self motif used in "The Chronicle" and 
other of Mark T w a i n ’s works is treated in a more s o p h i s t i ­
cated ma n n e r  in "No. 44." August Peldner's discussions 
with his Dream-Self, Emil Schwartz echos some of Mark 
Twain's comments on the Dream-Self in his N o t e b o o k s ; his 
con cept of the separate nature of the selves is p a r t i c u ­
larly evident when Emil pleads with August to be freed
Q
from "these bonds of flesh." In addition, the c o n t r o v e r ­
sial "Conclusion of the Book" reveals that 44 is, in fact, 
another aspect of August's being. Thus "Mark Twain has
turned the idea of double personality into a triad of
g
Waking-Self, Dream-Self, and Immortal Spirit."
44 performs man y of the same functions performed by 
Satan in "The Chronicle." He delivers lectures on the 
Moral Sense and the value of laughter; he takes August on
Q
Compare: "No. 44, The Mysterious Stranger," The M y s ­
terious St r a n g e r , ed . Gibson, p. 369, with M ark T w a i n 's 
No t e b o ok , ed . Albert Bigelow I’uine (New York: Harper ^
Brothers, 1'M‘i), pp. J4H-3S2.
<)
<; ib.son , p . 10 .
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timeless-spaceless journeys to witness various aspects of 
civilization's inhumanity; he calls up an apocalyptic 
vision of history; and, finally, he reveals August to h i m ­
self in the dream-vision conclusion. But many aspects of 
the plot are left unresolved. Gibson speculates that the 
narrative "gap" between Chapters 33 and 34 ("Conclusion of 
the Book") was the major structural p roblem that Mark Twain
could not or did not solve before he grew "tired of the 
,.10pen .
Of the three versions, "Schoolhouse Hill" is obviously  
the most fragmented and probably, the least likely version 
to succeed in conveying the p r e d ominant themes discernible 
in The Mys terious Stranger manuscripts. Cox insists that 
the Paine-Duneka composite will remain the standard text:
"it is the closet thing to Mark Twain's intention that we 
shall ever have . But there is no doubt that the
textual discoveries made by Tuckey and Gibson seriously  
damage the effect of the last chapter of the publ ished v e r ­
sion. At best the critic can agree with Gibson that Mark 
Twain might have written something like the dre am-vision 
conclusion for "The Ch ronicle" version (indeed, the first- 
person narrator and the lessons being taught by Satan demand
^ C o m p a r e :  The Mysterious Stranger , e d . Gibson, p. 11, 
with The A utobiography of Mark T w a i n , e d . and intro.
Charles Neider (New York: Washington Square Press, 1961), 
p. 290.
 ^'jmnos M. Cox, Mark T w a i n : T he Pate of Humor (Prince­
ton: Pi inee ton Univ. Press, J961), p. 212.
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a solipsistic conclusion of some kind) . in "No. 44" it is 
apparent that Mark Twain was replacing much of Satan's 
Socratic lecturing with more conventional fictional e p i ­
sodes which might have prevented some of the bitter-old- 
man interpretation of the work. The Johann Brinker, 
Doangivadam, and cat-conversion episodes, for example, 
demonstrate through fiction many of the ideas Satan relates
to The odor in his harsh lectures on man's inhumanity and
the Moral Sense. But the addition of subplots and e x ­
traneous episodes obviously put a strain on Mark Twain's 
creative imagination; the re solution of most of the 
secondary story-lines was never written. "What Mark Twain 
actually wrote," says Gibson,
inevitably supersedes the Paine-Duneka 
patchwork text, and Mark T w a i n ’s 'in t e n ­
tion '--if by that we mean his effort to
achieve a total effe ct in a completed
work--was never fulfilled. . . . This is
not to deny that the cut, c o b b l e d - t o g e t h e r , 
partially falsified text has the power to 
move and to satisfy aesthetically despite 
its flaws . . . .  if_he p roduced no finished 
narrative frieze, /Mark Twain/ did succeed in 
creating a multitude of various, memo rable 
figures in the half-sculptured stones.
To decide upon a text, then, requires the selection of 
the best narrator, the best my sterious stranger, the most 
revealing social commentary, and the most successful n a r r a ­
tive. Because of its incomplete state and its non-typical  
narrator, if for no other reason, "Schoolhouse Hill" is the 
easiest text to reject. Both "The Chronicle" and "No. 44"
1 2Gibson, p. 34.
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have first-person narrators, they hav e co mparable m y s ­
terious strangers, they have roughly the same kind of social 
criticism, and they both seem to be heading toward the same 
kind of solipsistic conclusion. "No. 44" transforms some 
of the Socratic lectures into narrative, but the subplots 
are very lean or incomplete and their integration into the 
main plot had not been achieved by the time Mark Twain 
stopped writing. However, the only extant conclusion does, 
apparently, belong with the "No. 44" version. "The C h r o n ­
icle" is a more homogeneous structure, its ending would 
have been somewhat like the "Conclusion of the Book" as far 
as the soli psism is concerned, and "The Chronicle" version, 
along with the Paine-Duneka "patchwork," const itutes the 
only complete version of the text available to the general 
public as The My sterious Stranger since 1916. Therefore, I 
have chosen to concentrate upon the published but desecrated
text called The Mysterious S t r a n g e r : A R o m a n c e , but I will
also apply the concepts of my critical analysis to the "No.
44" version in Appendix II to illustrate the similarity
between the two texts, particularly as they reflect s i m i ­
larities in technique.
AP PENDIX II
THE RECURRING DREAM-VISION:
AN ANALYSIS OF THE "NO. 44" VERSION 
OF THE MYSTERIOUS STRANGER
Heretofore the analysis of The Mysterious Stranger has 
been concerned with the published, Paine-Duneka compilation 
of manuscripts widely kn own as The Mysterious S t r a n g e r : A 
R o m a n c e . In fact, we know through the efforts of Tuckey and 
Gibson, that there are three very different versions of the 
mysterious stranger narrative: "The Chronicle of Young
Satan," "Schoolhouse Hill," and "No. 44, The Mysterious  
Stranger." P a i n e ’s version is, with some deletions and 
additions, "The Chronicle" narr ative with the tacked-on con­
clusion wr i t t e n  by Mark Twain for the "No. 44" version.
The ease with which Paine tr ansposed the ending from one 
story to the other, even though the story lines of the two 
versions are quite dissimilar, suggests that the endings of 
both were destined to arrive at some kind of dramatic r e v e ­
lation by the mysterious stranger through which the young 
boy's quest would be resolved s o l i p s i s t i c a l l y . Gibson says:
The "Conclusion of the Book" which has so 
moved and challenged readers of The M y s - 
ter iou s S t r a n g e r since 1916, argues the 
extreme Platonic view that the final and
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only reality resides in the individual 
soul, all else being illusion--or that 
"life is a dream." tit is a view Emerson 
enter tained only to reject it in Nature.)
Although it is a key that fits nothing in 
the plot of the "Schoolhouse Hill" fr a g ­
ment, it does fit much of the action and 
imagery in "Chronicle" and nearly e v e r y ­
thing in the second half of "No. 44," the ^ 
m anuscript which it was written to conclude.
The "Schoolhouse Hill" fragment is set in the Hannibal 
environment of Tom and Huck, but the mysterious stranger, 
44, is simply mysterious, not a fantastic guide. It is not 
likely that "Schoolhouse" could have come to the kind of 
conclusion required of either "Chronicle" or "No. 44" b e ­
cause "Schoolhouse" is narrated in the third person. W i t h ­
out the lyrical narrator, there is little possibility of 
personal revelation or a solip sistic ending. It is more 
likely to have developed into an overtly didactic lecture 
similar to the one delivered in "War Prayer." Mark Twain 
probably intended to include the same kinds of social 
criticism, as Gibson suggests, but without the first-person 
narrator the possibility of personal growth and the imposi­
tion of "outside influences" upon a pa rticular character  
are drastically reduced.
"No. 44" is narrated by August Feldner who, like T h e o ­
dor, is recalling an earlier period in his life. Chapter 1 
is a slightly extended version of the first chapter of 
"Chronicle"; thus the "sleepy" and "dreamy" atmosphere of
1t 1m 2 Mys te r ious S t r a n g e r , ed . Gibson, p. 2H.
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the earliest version is maintained. However, the p e r i p h ­
eral characters have stronger personalities than the "C h r o n ­
icle" villagers. The master printer, Heinrich Stein, "was 
a scholar, and a dreamer or a thinker, and loved learning 
and s t u d y " (230). The apprentice August admires and respects 
the master for his learning and his humanity toward others. 
Unfortunately the shrewish Frau Stein dominates her gentle 
husband and neutralizes most of his enlightened behavior.
The wandering journeyman printer called Doangivadam has the 
m a s t e r ’s generosity coupled with the fighting ability of a 
flamboyant fencing master. He is August's shining hero, as 
the young narrator's description clearly shows:
Hamper him as you might, obstruct him as 
you might, make things as desp erate for 
him as you pleased, he didn't give a damn, 
and said so. He was always gay and breezy 
and cheerful, always kind and good and 
generous and friendly and careless and 
wasteful, and couldn't keep a copper, and 
never tried. But let his fortune be up or 
down you never could catch him other than 
handsomely dressed, for he was a dandy from 
the cradle and a flirt. He was a beauty, 
trim and graceful as Satan, and was a born 
masher and knew it. He was not afraid of 
anything or anybody, and was a fighter by 
instinct and partiality. All printers were 
pretty good swordsmen, but he was a past 
master in the art, and as agile as a cat 
and as quick(268).
Old Katrina, the cook and housekeeper, is another of the 
strong and independent members of the castle. "She was 
erect, straight, six feet high," says August, "with the 
port ami stride of a soldier; she was independent and m a s ­
terful, and her tears were Ji ini fed to the s u p e r n a L u r a l "(2 i3).
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To varying degrees these three characters help pro tect 
44, the "apparition" who materializes sudde nly one day in 
the castle. Master Stein accepts the waif as an apprentice 
in spite of the obj ections of his journeymen, Katrina 
assumes a maternal protecti v e n e s s  for the my sterious 44, 
and Doangivadam defends him in his characteristic pose as 
d efender of the underdog.
Although they are both mys t e r i o u s  strangers, 44 has 
more personality than Satan. He appears to be a lonesome, 
precocious little beggar who is very deeply wounded by 
August's sharp tongue, "but I just couldn't pull myself t o ­
gether right off and say the gentle word and pet away the 
hurt I had given," says August. "I had to take time to do 
it and work down to it gradually. But I managed it, and by 
and by his smiles came back, and his cheer, and then he 
was all right again, and as grateful as a child to see me 
friends with him once more." Even 44's early magical e x ­
ploits, especially those relating to Balt hasar the magician, 
are more typical of a capricious prankster than an immortal 
guide to understanding.
August realizes that his my sterious friend is unique, 
but 44 does not begin his moral lectures until late in the 
novel, nor does he take the young boy on fantastic trips 
through time and space until after the Bible printing m e l o ­
drama is completed. Consequently, August spends much of 
his time and energy early in the book attempting to convert 
44 to the "moral" way with the sincere intention of saving
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his soul. When August discovers 44's apparent indifference
to religion he says,
In that paralysing moment my life changed, 
and I was a diff erent being; I resolved 
to devote my life, with all the affections 
and forces and talents wh ich God had given 
me to the rescuing of this endangered soul.
Then all my spirit was invaded and s u f ­
fused with a b lessed feeling, a divine s e n ­
sation, which I recognized as the approval 
of God. I knew by that sign, as surely as 
if He had spoken to me, that I was His a p ­
pointed instrument for this great work. I 
knew that He would help me in it; I knew 
that whenever I should need light and l e a d ­
ing I could seek it in prayer, and have 
i t (298) .
The irony of August's "revelation" is co mpounded by the
decorous style of the passage and the young boy's s a n c t i m o n ­
iousness. August's inspiration is matched by the pious 
syntax which he had apparently ingested during long hour's 
of listening to pulpit rhetoric. But, like the Young Man 
of the What Is M a n ? dialogue, August has misi n t e r p r e t e d  the 
signs; instead of divine inspiration, he is being strongly 
influenced by his self-interest.
The ironies compounded in "The Chronicle" concerning 
the name "Satan" are more subtly worked in "No. 44." B e ­
cause of their apprenticeships, 44 and August are literally 
"printer's devils." August says in his description that 44 
is "a devil to w o r k " (245) , and Doang ivadam is described by 
August as "a beauty, trim and graceful as Satan"(268) . All 
of these apparently unrelated uses of the term have one
thing is common; they are all related to Mary Baker Eddy's
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de finition of d e v i l : a belief in "sin, sickness, and 
death," animal m a gnetism or hypnosis.^ Mrs. Eddy, founder 
of Chri stian Science, the object of explicit c r i ticism by 
44 after one of his "plundering" raids through time and 
space to America and the namesake of a maid in the castle 
transformed by 44 into a kitten, would consider 44's final 
revelations to August and the narrator's favorable a c c e p ­
tance of those revelations to be diabolical.
44 begins to discuss religion, mankind, Moral Sense 
and the value of laughter in substantially the same terms 
used by Satan in "The Chronicle," Eventually Augu st is i n ­
fected with u n controllable curiosity; as his appetite for 
know ledge increases, the fear and prejudices of his t r a i n ­
ing and hered ity diminish: "Tell me a little, little more,
44— please! You starve no so! and I am so hungry to know 
how you find out these strange marvels, these impossible 
things." The my sterious stranger begins to explain the 
nature of things to August. Although he admits that trying 
to explain to a mortal is extremely difficult, 44 begins 
with a discussion of human time and immortal time:
You see, for your race there is such a thing 
as t i m e — you cut it up and mea sure it; to 
your race there is a past, a present and a
^Mary Baker Eddy, Message to the Mother C h u r c h , J u n e , 
19 01 (Boston: Christian Science Publishing Society, 1901), 
pp. 4, 7, 10. For further evidence of Mark Twain's i n ­
terest in the subject of Chri stian Science and Mary Baker 
Eddy see his Chri stian S c i e n c e , 2 v o l , "The Secret History 
of Eddypus , " and "Eddypus Fragment."
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future--out of one and the same thing you 
make t h r e e ; and to your race there is also 
such a thing as d i s t a n c e — and hang it, you 
measure t h a t , too! . . . c a n 11 you c o m p r e ­
hend eternity? can't you conceive of a thing 
like that--a thing with no b e g i n n i n g - - a  thing 
that always was? . . . Dear me--to think that
there can be an os tensible Mind that cannot 
conceive of so simple a trifle as that! . . .
Look here, August: there are really no d i v i ­
sions of time — none at all. The past is 
always a pre sent when 1 want it--the real 
past, not an image of it. . . . They / p h i l ­
osophers/ say there had to be something to 
start w i t h - -meaning a solid, a substance-- 
to build the world out of. Man, it is p e r ­
fectly simple--it was built out of t h o u g h t .
Can't you comprehend t h a t ? (331-332)
Then 44 tries to explain the differences between human
thought and immortal thought:
A man originates nothing in his head, he 
merely observes exterior things, and c o m ­
bines them in his head. . . . But it
always has to have the materials from the 
o u t s i d e . . . . That is to say, a man's mind
cannot c r e a t e --a god's can, and my race 
c a n ( 3 3 3 ) .
What 44 has revealed to August, perhaps halfway through the 
novel, provides the basis for the mysterious stranger's 
final re velation that "not hing exists save empty sp a c e - - and 
y o u " and the ideological foundation of Mark Twa in's plan for 
individual improvement.
On the narrative level, 44 is an enigmatic supernatural 
character who is attempting to explain to his mortal c o m ­
panion the differences bet ween men and higher orders of 
beings. On the lyrical level, however, 44's revelations 
establish "a sequence of imagc-scenes that mirror the nature
of the protagonist's quest and represent, it symbol-
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ically."^ As "symbolic encounter," these discussions r e p r e ­
sent August's growing awareness of the limitations of the 
human being, limitations that are alterable only through 
the individual's ability to perceive the importance of o u t ­
side influence and react to it. These discussions, then, 
constitute elements of the pattern of imagery which the 
narrator develops within his spiritual autobiography. 
Ultimately, the purpose of the pattern is to explain to 
the reader how the narrator arrived at the conclusion that 
reality depends solely upon the individual's perception of 
it. As in "The Chronicle" the reader must apply Joseph 
Frank's "principle of reflexive reference" to the narrative 
in order to com prehend the entire pattern of imagery s i m u l ­
taneous ly . ^
44 takes August on fantastic journeys through time and
space to foreign lands, and the young narrator witnesses
44's fanciful "Assembly of the Dead" including,
Pharaoh . . . and David and Goliah and
several other of the sacred characters; 
and Ada m and Eve, and some of the Caesars, 
and Cleopatra, and Charlemagne. . . . King
Arthur came along, by and by, with all his 
knights. . . .  It was the same with Noah 
and his sons and their w i v e s (401-402) .
And finally "Adam's predecessors" pass in review. These 
prehistoric creatures are products of scientific i n v e s t i g a ­
tion and Darwinian evolutionary principles rather than
■5
Freedman, p. 14.
^Joseph Frank, Widening G y r e , p. 14.
142
Christian myth and legend:
The skeletons of Adam's predecessors o u t ­
numbered the later representatives of our 
race by myriads, and they rode upon u n ­
dreamt-of monsters of the most e x t r a o r ­
dinary bulk and aspect. . . . Among them
was the Mis sing Link. That is what 44 
called him. He was an u n d e r-sized s k e l e ­
ton, and he was perched on the back of a 
long-tailed and long-necked creature 
ninety feet long and thi rty-three feet 
high; a creature that had been dead eight 
million years, 44 said(403).
Like Theodor the reflecting narrator, August portrays 
his inner ex perience through real and fantastic events 
and i m a g e - f i g u r e s , transmuted to images of disc overy of the 
infinite self, "a visible work of art" which is the s p i r i ­
tual autobiography of August Feldner. Like Theodor he w i t ­
nesses the bur ning of an old woman for supposed witchcraft; 
he examines the Waking-Self, the Dream-Self, and the Im ­
mortal-Self; and he sees the Procession of the Dead. All 
of these os tensibly real experiences provide August with 
ideas not available to him in the "sleepy" Austrian village, 
ideas that are essential to his u nderstanding of 44's 
final revelation.
Like Theodor, August is able to see his own weaknesses 
and reflect upon them. After one of the episodes in which 
the members of the printer's h o u sehold harass the mysterious 
waif, August says, "privately my heart bled for the boy, 
and I wanted to be his friend, and longed to tell him so, 
but I had not the courage, for I was made as most people 
are made, and was afraid to follow my own instincts when they
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ran counter to other people's. The best of us would rather 
be popular than right. I found that out a good while 
ago" (244). Like Theodor, August recognizes the strength of 
social pressure and the ineffectiveness of personal morality 
under those conditions. When the obsequious little castle 
society kneels to the magician, B a l thasar Hoffman, August 
conforms for the same reasons that he does not befriend 44 
and for the same reasons that The odor threw a stone at the 
condemned woman in "The Chronicle": "I was amazed at such
degraded idolatry and h y p o c r isy--at least servility," he 
says, "but I knelt, too, to avert r e m a r k " (246).
When August does apologize to 44 for not defending him, 
the mysterious stranger says, "Why do you reproach y o u r ­
self? You did not make yourself; how then are you to 
blame?" And the narrator reflects on that statement:
How perfectly sane and sensible that was-- 
yet I had never thought of it before, nor 
had ever heard even the wisest of the p r o ­
fessionally wise people say it--nor anything 
half so intelligent and unassailable, for 
that m a t t e r (250).
Eventually August's growing awareness of himself, coupled 
with the moral lectures uttered by his image-figure guide, 
prepare the young ap prentice for 44's stat ement that "n o t h ­
ing exists save empty s p a c e - - and you I . . . and You are
but a T h o u g h t " (404) .
By the end of "No. 44" August can conclude that m a n ­
kind has a pro pensity for cruelty, he under stands the im­
portance of laughter as a means of atta ining a healthy,
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personal objectivity, and he can acknowledge that the only 
thing that is really important is his concept of himself. 
Thus Theodor and August finally come to the same solipsis- 
tic conclusion. But in "No. 44" the young boy has had a 
better opportunity to see and understand the different 
aspects of his own total being. He learns from 44 that 
"each human being contains not merely two independent en ­
tities, but three--the Waking-Self, the Dream-Self, and the 
Soul."
This last is immortal, the others are 
functioned by the brain and the nerves, 
and are physical and mortal; they are 
not functionable when the brain and 
nerves are paralysed by a temporary hurt 
or stupefied by narcotics; and when the 
man dies they die, since their life, their 
energy and their existence depends solely 
upon physical sustenance, and they cannot 
get that from dead nerves and a dead brain.
When I was invisible the whole of my p h y s i ­
cal make-up was gone, nothing connected 
with it or depending upon it was left. My 
soul--my immortal s pirit--alone remained.
Freed from the encumbering flesh, it was 
able to exhibit forces, passions and e m o ­
tions of a quite tremendously effective 
c h a r a c t e r (342-343) .
While it is obvious that Mark Twain has converted much 
of Satan's lecture in "The Chronicle" into episodes 
through which August can draw his own conclusions, it is 
also evident that many of the subplots in "No. 44" were 
never resolved, a situation which lends a great deal of s u p ­
port to Gibson's judgment that "a writer or editor who is 
more sympathetic to Twain's divided mind and creative 
dilemma in his late life may, in the future, produce a bet-
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ter version than that pieced together by Paine and D u n e k a . "
Perhaps such a writer will imagine a new, 
wholly satisfying ending to "The Chronicle 
of Young Satan," or perhaps he will be able 
to condense, rework and st rengthen "No. 44,
The Mysterious Stranger" and end it with 
Twain's last chapter in its proper place.®
As the "No. 44" version stands, the Procession of the 
Dead episode is the last chapter of the narrative, followed 
by the well-known conclusion. Mark Twain obviously did not 
write the intervening chapters which should give August an 
opportunity to evaluate the Procession and incorporate its 
ultimate meaning into his "infinite self," the transmutat-  
ing of characters and events which lead to his total u n d e r ­
standing of h imself and his world. Similarly, the Balthasar- 
Father Adolf struggle, the Marg r e t - A u g u s t  love affair, the 
disposition of the Duplicates, the resolution of the Stein 
printing business, and the consequences of 44's d i s a p p e a r ­
ance in a blinding flash after having "touched his lips to 
the gray hair" of poor old Katrina are all left hanging in 
mid-air .
Nevertheless, it seems evident that in the "No. 44" 
version of the mysterious stranger story Mark Twain has r e ­
fined some of the crucial concepts common to both "The 
Chronicle" and "No. 44." "With the help of 44," says Tuckey, 
"August discovers hitherto unused powers within himself; he 
enjoys a new independence of time and space, roams at will 
throughout the universe, and seems to be coming closer to
5
The Mysterious S t r a n g e r , ed. Gibson, p. 34.
146
suppl anting 44 in such a role in the s t o r y ! " 6 The i n ­
finite self who is the center of a lyrical novel is more 
clearly def ined in "No. 44." Indeed, August's comprehension 
of his "immortal spirit. . . freed from the encumbering
flesh, able to exhibit forces, passions and emotions of a 
quite tremendously effective character" is the logical p r e ­
mise upon which the mysterious stranger's final revelation 
is based. Moreover, the more fully defined triparte quality 
of the individual demonstrates the possibility of an o p t i ­
mistic conclusion within the context of Mark Twain's kind of 
scientific determinism, because only the mundane Workaday- 
Self is subject to the forces of "circumstance and e n v i r o n ­
ment." While the conscious, W o r k a d ay-Self is substantive 
and possesses a "low grade of. . . imagination," the in s u b ­
stantial Dream-Self possesses a measur eless imagination. 
Since they are both mortal and depend on the functioning of 
the brain and the nerves, they are both present in all men.
The principal difference between the mortal selves is 
imagination, and in both "The Chronicle" and "No. 44" 
poverty of imagination is the d e t e rminant of mankind. Mark
Twain's humans are all creatures of habit, all subject to 
"Catch-22," as it were. However, with the introduction of 
outside influence or "suggestion" the individual has the 
capability of altering the purely deterministic influences 
of heredity and environment. And creative or imaginative
0
Tuckey, Little S a t a n , p. 56.
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thought, re inforced with education, is the necessary i n g r e ­
dient for such a change.
Intuitive responses to nature and to fellow beings, 
then, becomes far more impo rtant than established custom or 
social role-playing. Reason, while still very important, 
must be reinforced with imagination, and dreaming becomes 
a more viable approach to life than social activity. In 
this sense dreaming and thinking are roughly synonymous. 
Augu st characterizes the venerable Master Stein as "a 
thinker or dreamer," and 4 4 ' s advice in the co nclusion to 
"dream other dreams and better" implies that the most 
significant function of man is imagin ative thought. If 
the salvation of the individual is imagination ("you will 
remain a T h o u g h t , the only existent Thought, and by your 
nature inextinguishable, indestructible"), then wha t Mark 
Twain seems to be saying through the reflecting narrator 
August, is that the salvation of m ankind can be found in 
the imaginative thought of the individual and of the artist 
whose art evokes the intuitive responses of the seeker.
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